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Abstract.
This study seeks to clarify and to provide an understanding of dance
artists in education practice. an area which is not yet fully under-
stood. The climate of educational change and increased accountability
in which the research takes place highlights the urgent need to inform
future debate. Towards this end. the study draws upon an
historical overview of the field. tracing the parallel developments In
dance educatlon and dance in the theatre.
An ACGB residency project acts as the case study. providing
instances for first -hand field-work study of dance artists working in
education. Video recordings. observanons of practical activities, and
interviews with dance artists, dance educators and students provtde
the basic research material. The results of the fieldwork are analysed
in the light of pertinent literature, with the residency project providing
a test -bed against which problems discussed in the literature are set.
Here, disparate concerns emanating from national dance artists in
education practice are identified and examined.
Subsequently. a coherent rationale for "Partnerships" between dance
artists and dance educators is developed. based on dance as art in
education and the requirements of dance within Physical Education in
the Natlonal Curriculum (DES. 1992). Newmodels are then proposed
for projects which focus on choreography. performance. appreciation.
or a combination of these. Since these proposals have implications for
the training of dance artists and dance educators, an outline
programme for a training system is also explored.
Finally. recommendations for policy are presented. tempered with
consideration for what is both appropriate and possible in future
practice. to enable "Partnerships" to be planned and implemented
with maximum effect for dance artists, dance educators and
participants.
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PART 1
1
Introduction.
The dance artists in education movement has been a significant
Innovation which has developed from the Initial work of a few
pioneering companies to the point where the Arts Council of Great
Britain (ACGB)maintained that "every dance company in receipt of
revenue funding has an education programme and specialist statr'
(ACGB,1993, pI). However, in spite of this considerable expansion it
is an area which in its complexity has been under-researched and not
yet fully understood. The main authors in the field (Briginshaw et al,
1980; Hamby, 1980, 1981; Brigmshaw, 1983; Hockey, 1987; and
Sharp and Dust, 1990) all showed how certain issues reappeared over
the years in a variety of contexts. Overall, a gap in the relationship
between dance artists and dance educators has resulted in very few
projects being viewed as unqualtfted successes. Hence, this research
set out to investigate why the notion of partnerships has not been
totally effective. It will do this through exploring instances of dance
artists in education practice. and providing a test-bed against which
the problems which emerged might be set. Identiftcation, analysis and
discussion of the issues raised will then lead to consideration of how
future polley might be shaped, and finally to recommendations which
might guide future practice.
Interest in the area arose through monitoring one of the initial ACGB
pilot projects in 1980. The insight gained into the contribution of a
particular company, and to the response of pupils and dance
teachers, was deepened by in-depth knowledge of the dance tradition
within the schooll. Further interest in the area developed through the
initiation, organisation, planning and evaluation of residencies at the
2
then Brighton Polytechnic (see Chapter 3). It was this ongoing contact
with dance artists. the ACGB and the Regional Arts Association (RAA)
which led the ACGB to invite Chelsea School of Human Movement
(CSHM). Brighton Polytechnic. to take part in the ACGB scheme.
While it could be argued that the researcher's interest might lead to
bias. the time span between the field work and submission of this
thesis has distanced any personal Involvement. Therefore. the
research process, the collation of findings and interpretatlon of data
will be treated objectively.
The study will draw upon histortcal research into related areas and
in-depth research into a case study conducted in 1985. The overview
of the field traces the parallel developments of dance in education and
dance in the theatre: Le, the two worlds within the dance artists In
education partnership. The development of dance
artists in education practice and the underlying beliefs of dance
QI'e. c..lr. ... i f;~J.
artists and dance educators. In particular, the attitudes .of dance
II
artists and dance educators will be crucial to the study as thes-ewere
largely responsible for what took place.
The current education context, in which dance artists In education
work occurred,has been influenced by developments over the last fifty
years. The infiltration and upsurge of modem educational dance
Hi, 40(,"'" .-1
(MED)based on Laban's Ideologyprovtded the base on which dance in
~ A
\
education was founded.ljc.J'\;'f;functioned under the physical education
(PE)umbrella from the late 1940s through to the late 1960s and early
1970s. A crttical phase followed when educators sought for well-
founded principles upon which to base dance education. Paralleled by
the arrival in Britain of the American modem dance genre educators
found a new focus for dance education which reflected the pro-
fesstonal training of contemporary dancers. However, a realisation
that this shift of emphasis was too great led to a search for a concep-
tual framework for the study of dance, and to the emergence of the
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dance as art model. thus dance education came to cohere around the
central aspects of choreography. performance and appreciation. Com-
plementary moves resulted in the relocation of dance away from PE
and towards an arts orientation in both higher education and schools.
Such shifts underpinned the developing relationship between dance
~
education and professional dance. . However. in spite of the
growing support for the dance as art model throughout the 1980s. the
issue has become complicated further. While dance in the National
Curriculum has been relocated under the PE umbrella, this has not
precluded it from being taught within the school context as a subject
in its own right or as part of an arts programme (Department for
Education and Science [DES). 1992). Moreover. retention of the dance
as art model as the predominate focus at secondary level has main-
tained the relationship between dance education and dance in the
theatre. Furthermore. the Inclusion of dance as a feature of the
"Partnerships" (DES. 1992. P HI) initiative has moved dance artists in
education practice onto another level.
The topic of the thesis also demands a parallel understanding of the
artistic background to the dance artists in education movement. While
the early foundations of the relationship between dance artists and
dance educators were first nurtured between the wars. the spasmodic
talks, lecture demonstrations and small performances given by danc-
ers or dance students from the professional ballet world bore no rela-
tionship to dance in education. This position continued even though
Ballet for All developed the lecture demonstration format in the early
1960s. Hence. at this time there was no overt attempt to influence any
of the dance work that existed in schools2 (Brinson, 1982b).
It was only when a number of dance artists initiated early collabora-
tive work in a new form of dance. called variously Central European
Dance or Modem Dance. that the professional dance world started to
bear a relationship to dance in educattorr', The work of Mimic Dance
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Theatre [renamed British Dance Drama and then Educational Dance
Drama Theatre Company (EDDT)].was particularly significant. As the
first educational dance company to work almost entirely in schools its
main contribution came from its educational focus and the external
model it provided for teachers ofMED4 (Bagley 1979). The initiative by
Stuart Hopps to set up educational work within the framework of a
professional theatre company was also crucial. Hopp's experiences
were instrumental in his later involvement in the development of the
initial ACGBDance Artists InEducation projects5 (Briginshaw. 1983).
However. questions only started to be raised about the void between
the educational and the professional dance worlds when American
Dance companies performed in London in the late 1950s and 1960s6.
The absence of a modem dance company in the British theatre
prompted comparisons with the USAwhere professional dance was
thriving and had an apparently close relationship with dance in edu-
cation (Forster. 1957; Wtnearls. 1958; Briginshaw. 1983). Hence. the
introduction of the modem dance genre into Britain in the late 1960s
under the name of contemporary dance was crucial to future devel-
opments (Gulbenkian Foundation report. 1980). The impact of the
American model and the impetus this provided led to the expansion of
dance artists in education practice from the 1970s (Gulbenkian
Foundation report. 1980; Brigtnshaw. 1983). An increasing interest in
school-based work and the inclusion of participatory elements as a
regular feature then paved the way for the growth of the dance artists
in education movement (see Chapter 2).
The field work. based on a professional dance company's extended
period of residency in CSHM,Brighton Polytechnic. is important to the
case study. As this was a comprehensive and lengthy residency it in-
cluded most of the features typical of other dance artists in education
practice at both the macro- and micro- levels. Thus. the residency
provided the opportunity to test the problems identified by Briginshaw
5
et al (1980) in the ACGB Dance Artists in Education Projects.
Subsequently. these were compared with issues classified by Hockey
(1987) and Sharp and Dust (1990).
Overall. the complex nature of the topic requires an integrated and
multi-faceted approach to enable probing at various levels. To facili-
tate access to data four research methodologies will be used: namely
the use of video recordings. observation techniques. interviews and
questionnaires. However. as will become clear. these methodologies
were reappraised while the study was in progress and tools construct-
e,d
ed which allowlor the identification. interpretation and comparison of
data. Overall. the comparison of material between video recordings,
observed recordings. interviews and to a lesser extent questionnaires
will be seen to facilitate qualitative insights into the data and create
an overall and trustworthy picture of the phenomenon.
OutUne of the thesis.
In Part 1 a selective historical overviewof the literature from the field
provides insight into the dance artists in education movement. This
clarifies the foundations. shifts and prevailing attitudes which
influenced the contexts in which projects took place (Chapter 1).
Consideration of the evolvingrelationship between dance in education
and dance in the theatre traces and clarifies the changing nature of
the association (Chapter 2).
Part 2 provides an understanding of the positions from which the case
study partners each approached the project (Chapters 3). An overview
of the residency highlights the principles on which it was based and
the processes and activities that took place (Chapter 4). Reflection
upon the research process enables the epistemological and technical
concerns which arose from the four main research tools to be ad-
dressed (Chapter 5). Consideration of data from the case study. based
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largely on the findings from the video recordings and the observed
sessions, reveals topics which require further attention (Chapter 6).
In Part 3 theme! drawn together from Part 1 inform. discussion of
those that emanated from the case study. Discussion of the central
issue of aims, objectives and evaluation reveals the confusions which
arose, the inequality of the partners and the effects this has had on
planning (Chapter 7). Examination of the many and diverse project
activities under the fundamental organising concepts of performance,
choreography and appreciation exposes diverse practices (Chapter 8).
Consideration of the multi-faceted roles faced in project situations
revealed the expectations and confusions which arose (Chapter 9).
Overall, the debate in Part 3 underpinned the discussion that was to
followon future policy.
Since many of the previous disparate elements had been fully
referenced in the preceding Chapters it was felt redundant to cross-
reference in Part 4 of the thesis. At this point issues which arose from
Parts 1, 2 and 3 were pulled together into a coherent argument on
which future policy might be based. Hence, discussion focused on
principles which could underpin the establishment of good practice
and future work (Chapter 10). Consideration of new parameters for
the design of projects preceded exploration of alternative approaches
for planning curriculum content (Chapter 11). This led to discussion
of the controversial issue of training for dance artists and dance
educators (Chapter 12). Finally, the previous debate provided the base
for recommendations which could guide future policy and practice
(Chapter 13). Reflections on the study in general and proposals for
future research conclude the thesis.
Reference to the many institutions, organising bodies etc. throughout
the study has necessitated the use of abbreviations. Each title is given
in full in the first instance and thereafter (in general) the abbreviation
has been used (exceptions occur when the term has been used in the
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title of a book or as a heading or sub heading for the thesis). A com-
plete list has been presented in the Glossary. It should also be noted
that some dance companies, institutions and organising bodies were
renamed during the course of the study. In order to facilitate access
for future researchers, these are referred to in the text by the name for
the appropriate period of time. For example, reference is made to
Ballet Rambert until 1985 when it changed its name to Rambert
Dance Company. Referral to the RAAand to the more recently named
RAB is chronological in Part 1 and Part 2. In Part 3 both terms are
used when the issues raised emerged from both RAAs and RABs. In
contrast, the current term RAB has been used throughout Part 4.
Similarly, as the thesis moves from an historical background to
present day and future considerations, Part 4 is written in the present
tense to confront the tensions which currently exist.
Throughout, end -notes are used when necessary to illuminate the
text.
Notes.
1 The author was co-ordinator of the Expressive Arts department
and head of dance at Wakeford School, Havant. She returned to
the school as a monitor for the ACGBpilot project held there in
1980.
2 This group was an extension of the lectures and lecture
demonstrations provided by the Royal Ballet School during the
early 1960s. On receipt of Gulbenkian Foundation funding in
1964 Ballet for All established Itself on a permanent basis and
toured small theatres, schools and colleges throughout the
country (Gulbenkian Foundation itport, 1980). The group ceased
to function in 1979 because of the numerous groups which
started to work in education (Gulbenkian Foundation report,
1980).
83 For example. Kurt Jooss. who had trained with Laban from 1922-
1923 and then in classical ballet in Paris and had his own dance
company. undertook some work in higher education (Dove. 1975).
Other exponents ofmodem dance taught in education contexts on
a more regular basis. as for example Harmel and Loman
(Harrold.1966).
4 This company worked on a part-time (1954-1957) and then on a
full-time basts (1957-1980). The Movement Teaching Unit started
as a pilot scheme in 1970 and became formalised in 1974 on
receipt of a Gulbenkian Foundation grant This group took
demonstration classes with pupils and m-service courses for
teachers. Apart f,......this there had been little work involving
substantial practical audience participation (Bagley.1980). The
group disbanded in April 1980 when the ACGBwithdrew funding
on the grounds that it no longer met the necessary technical
standards (Briginshaw. 1983).
5 Stuart Hopps pioneered the formation of Scottish Ballet's first
education group. MoveableWorkshop. 1973-1975 (later to become
the Scottish Ballet (Cope. 1976)).
6 Ruth Forster (1957). in a conference address. maintained that the
experience of students in dance was limited as they were unable
to see the work of choreographers or dancers working within the
same form of dance as they practised. Jane Winearls (1958). in the
introduction to her book on the Jooss-Leeder dance technique.
noted the gap between what took place in education and the
professional theatre dance world.
9Chapter 1
Dance in Education.
1.1 Introduction.
An appreciation of the changing concept of dance education over the
past fifty years is crucial to an understanding of the development of
the dance artists in education movement. The past and present
relatlonships between dance artists and dance educators are largely
reliant upon the attitudes and knowledgeof the partners involvedand
the context in which projects take place. These affect the principles.
the design and the interpretation of dance artists in education
programmes. The purpose of this chapter is to trace the changes
which have taken place in dance educatlon fromMEDto the dance as
art model. Current initial teacher trammg and Inservice provision are
also considered to clarify the present stance adopted by the education
profession in any partnership with the professional dance world.
Hence. this chapter catalogues the background to the projects.
1.2 Shifts in the conceptual basis of dance education.
Smith explained that
over the past four decades there have been discernible shifts
in the conceptual basis, aims, contents, methodologies and
in the procedures for assessment ofdance in educatlon.
Smith, 1987, P 101
As will become apparent, the changes Smith identified encompassed a
move from an emphasis on various child -centred ideas to three
models of dance: dance as a means of aesthetic education within a PE
context: dance as art within artistic contexts such as Expressive or
Performance Arts, and dance as a multi-faceted activity within a
Humanities context.
MED, based on Rudolph Laban's analysis of movement, provided the
foundation for the development of dance education for girls under the
PE umbrella from the late 1940s. Webb (1967) outlined how
acceptance of Laban's ideas by the Ministry of Education (MOE)in the
early 1950s underpinned the advancement ofMED. From that time it
became a central part of specialist Physical Training/PE studies for
women training to teach within secondary schools, and an area of
study in non- specialist colleges. As Adshead (1980) explained, this
paved the way for the almost total and unreserved adoption of MED
within the broader sphere of women's PE by many educators for
almost two decades.
Although a detailed definitive account of the introduction and
development of MED into the United Kingdom has yet to be written,
Webb (1967) and Adshead (1981) both correctly identified the
widespread influence that Laban and Usa Ullmann had on furthering
its growth. The nature of Laban's theortes put forward in Modem
Educational Dance (Laban, 1948) and Mastezy Of Movement On The
Sta~e (Laban 1950) was reflected in publications from MOE: Physical
Education in the Prtmazy Years (MOE, 1953), Part 1 MOvin~ and
Growin~ (MOE, 1952) and Part 2 Plannin~ the Pro~ramme (MO(J
1953). These placed an emphasis on either 'movement as an art',
or on 'dance', or on 'Movementto Music' (MOE,1952, pp 67-71: 1953
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pp 19-21). After Laban's death in 1958, courses and publications of
text books by colleagues continued to populartse and to reinforce his
theories in relation to educational contexts. For example, Russell's
three texts Modem Dance in Education (1958), Creative Dance in the
Primazy School (1965) and Creative Dance in the Secondazy School
(1969) all focus MED theories towards a range of age groups.
Similarly, Preston's AHandbook forModem Educational Dance (1963)
gave guidance on the interpretation and practical implementation of
Laban's work. Further editions of Laban's MasteD' of Movement
(1960, 1963 and 1967) and Modem Educational Dance (1963) (both
revised by Ullmann) reflected ongoing support for MED. This
continued into the early and late 1980s in publications by Leese and
Packer (1980), Howlett and Howlett (1983) and Preston-Dunlop
(1989). However, in Preston-Dunlop's (1989) second edition of her
book, now entitled A Handbook for Dance in Education, the text
(,0"c.t.,.11
moved quite a long way fromLabarnlas interpreted by Ullmann).
1\
The essential characteristic of the MEDmodel of dance advocated by
Laban and his disciples from the 1940s to the 1960s was 1ie emphasis
on a child-centred process of dancing and its experiential contribution
to the development of the moving/feeling qualities of individuals.
Hence, movement concepts derived from, for example, contrasting
effort actions were considered to be important contributions in the all
round development of the physical, emotional and social dimensions
of the person .. To facilitate this process, educators provided dance
environments which encouraged spontaneous, self-expression and
individual creativity complemented by group work focused on a
shared experience. But as McFee (1994, p 112) explained, its main
contribution carne through "methods of teaching based on child-
centredness and a particular analysis of what was crucial in
11
understanding dance movements".
While there was Justice in the idea that some of Laban's ideas were of
pedagogic importance. educators such as Preston (1966) and Layson
(1966) started to voice publicly their worries about the critical state
and future ofMED. In particular. Layson (1966) urged for an objective
examination of Laban's work. identified the need for the aims and
purpose of MED to be rethought. pushed for dance to be recognised at
,
General Certificate of Education (GCE)"0" and "A"levels. and )L../'l'b(ltCJ
. dance G~ part of the emerging B.Ed. degree. These arguments
paved the way for further investigation into the principles on which
MED was based by Curl (1966. 1967a. 1967b. 1968a. 1968b. 1969)
and Redfern (1973a).
Such questioning led dance in education to a crucial period in the late
1960s and 1970s as lecturers in higher education started to
reappraise the prevailing dance philosophy and practice. However.
whUe this reflected growing concern about MED. it also mirrored the
rigorous examination of educational objectives and the changes taking
place in teacher education at that time. The initiation of three year
training courses as the norm for potential teachers enabled in -depth
(frequently termed "main" level) dance studies to be offered in general
colleges of education as well as specialist PE colleges. Subsequently.
Adshead (1983. p3) identlfted that by "1973 more than 100 colleges of
education and specialist PE colleges offered dance within the teacher
education programme".
As the Gulbenkian Foundation report (1980) revealed. throughout this
surge of development the majority of teachers of dance for the
secondary age range sttll came from specialist colleges of PE.
Subsequently, these teachers had themselves partiCipated in dance
12
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courses which placed a focus on acquiring practical experience of
Laban's movement theories together with suitable teaching content
and method for use in schools. But, as Adshead (1980) and the
Gulbenktan (1980) report identified, discrepancies occurred between
the length, breadth, depth and focus of dance study in both subject
and professional curriculum courses. Such an tnconsistent approach
to the study of dance within higher education had repercussions on
what took place in schools for, as the Gulbenkian Foundation report
(1980) stated,
initial teache~ training followed by adequate In-servtce
training as .the 10 the future of maintained dance education
in Britain. "
Gulbenkian. 1980 P 76.
1.3 The search for a newmodel of dance education.
Wilson (1969) claimed the critical scrutiny of Laban's theories
identified in l.2 led to a crucial period as educators recognised the
urgent need for well founded principles on which to base dance
education. the classification of objectives and a suitable methodology
for dance study. While Reid's (1969a. 1969b. 1970a. 1970b. 1971.
1973. 1974) aesthetic debate indicated a way forward1. other theorists
such as Curl (1973a. 1973b, 1973c). Brooke. Whiting and Bruce
(1973). Best (1974). Redfern (1975a. 1976a. 1976b) and Renshaw
(1973) widened the discourse to include dance as aesthetic education
within a PE context. As Renshaw (1973. 1978) explained. any
practical activity which involved the body moving could fulfil these
criteria since the aesthetic was considered to be a wider concept than
that of art. Hence. dance forms now took on a movement orientation
which placed them amongst a number of activities such as
14
2gymnastics. games. swimming. and athletics .
Adshead helped to clarify the distinctiveness between "art" and the
"aesthetic" when she explained that
while all forms of dance might be said to be aesthetic they
do not all fulfil the requirements of art and indeed do not
exist for that purpose.
Adshead, 1981a, p 78
.2..
This position was respected by McFee (1994). He showed how in this
approach young people were expected to appreciate qualities of
movement without resource to its intention. But he too claimed that
movement had to be transformed from aestheticised movement into
dance as art before it could become a form of artistic expression.
Hence, when interpreted in practice, the aesthetlcised movement
approach neither emphasised the distinctiveness of dance nor
presented young people with guidance about what they were to create
or to feel. Even so, Tribe (1978. 1981) maintained that a growing
number of educators showed an increasing interest in dance as a
means of aesthetic education.
Throughout the mid and late 1970s dance.as aesthettctsed movement)
became further developed for the Human Movement Studies discipline
approach. This resulted in dance becoming subsumed under
psychological or social/anthropological or htstoncal or philosophical
headings and to it being studied from the perspectives of one or other
of these established disciplines. As Adshead argued. dance under this
umbrella term
lays emphasis on other disciplines and does not necessarily
inform the student about the structure of dance itself in any
depth.
Adshead, 1981a p 68
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But at this time the conceptual structures which surrounded dance
were not given any credence. and dance was not yet accorded a
separate discipline status.
oh:."')
The search by higher education lor a new conceptual base for the
1\
study of dance was partially influenced by forces outside the
education system. A very different picture of the aims. content and
methodologies of dance in education emerged with the shift of focus to
the technique based contemporary dance American model. The
emerging image of dance as a theatre art, exemplified in the
development of American modern dance in Britain. placed an
emphasis on technique and dance products which displayed technical
skills within a given idiom rather than the process of dancing. This
fuelled debate about the nature of dance taught within the education
system and the relevance of dance to society in general. Significantly
this gave dance educators in Britain the first public theatre art model
of a modem dance genre to which they could relate.
Smith's (1987) claim that the move away from MED was gradual
reinforced Russell's (1974) perception of the crystallised position of
those who resisted the new thinking and continued to follow the
expressive model3. But as Howlett and Howlett (1983) revealed. other
teachers who struggled with the theory, practice and teaching of MED
turned to the American model. Smith (1987) also reaffirmed how
educators took the opportunities provided at the many courses and
conferences organised during this period to learn a range of
contemporary techniques and procedures of teaching choreography.
Subsequently. those educators who acquired new knowledge and
executant expertise started to emanate demonstrations of modem
dance technique such as Graham. Thus as educators moved away
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from "process" as in the "orthodox"MEDmodel to dance "products"
the professional world increasingly dominated developments.
However, critics such as Ross (1975)and Williams (1976) voiced their
concern when they questioned the educational value of young people
being indoctrinated in the prescribed training model of professional
dancers. As Williams (1976) revealed, the key issue was both what
and how technique was taught, and the problems which arose
because of the varied uses and meaning given to the term. These
anxieties were reiterated by Smith (1987, p 101) a decade later. She
revealed how examination work for degrees and Certificate of
Secondary Education (CSE)assessments in the mid 1970s exemplified
the use of defined exercises, movement phrases from classwork, and
the use of "somewhat watered down contemporary techniques" in
dances produced and performed by candidates. Such practice was
fuelled partially by the inftltration of the Americanmodel and the early
work of dance artists in education (see2.2).
However, in the early to mid 1970s writers such as Redfern
(1973a, b, c) reappraised Just how far the pendulum had swung from
MEDto what was now termed "modem dance" !
Redfern (l975a) strove to maintain the balance when she
warned educators about the total swing to the theatre art model. In
doing so she urged for the importance of process as well as product,
the ability to make structured wholes which had meaning for both
spectator and performer, and the capability to appreciate created
forms. Such arguments prompted a move away from the training
emphasis of the American model and a search for a new focus. This,
together with the changes taking place in higher education, resulted
in a drastic rethinking of the aims, content and methodologies for
dance in education. Adshead's (1981a) radical proposal for a
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conceptual framework placed dance study Withina specific contextual
"framework, and placed an equality of emphasis on the three st~ds of
choreography, performance and appreciation. This satisfied both
artistic and educational criteria, placed a focus on the process of
creating and the product. and enabled dance to contribute towards
the aesthetic development of individuals. As Adshead argued,
if a form of dance similar to that in the theatre, e.g. ballet or
modern dance, is taught, then it is argued that the
justification might be Within the realm of art education since
dance in the theatre is accepted as art.
Adshead, 1981a p 26
A decade later, Smith (1987), Jobbins and Smith-Autard (1993)
reaffirmed this tripartite approach with its focus on technique.
choreography and appreciation had become the common core of most
dance study in higher education and in Schools.
A further shift occurred which retained the centrality of the art model
while widening the vision of dance education. Adshead's (1981a)
argument for dance to be placed under a Humanities umbrella
embraced the study of dance in many contexts such as community.
educational, recreational, religious, social, theatrical, therapeutic,
traditional etc. However,since the changing context altered the nature
of the dance and what it was most about a different emphasis came to
be placed on choreography, performance and appreciation. As this
approach permeated degree courses and then work in schools a
growing emphasis has been placed on young people acquiring an
understanding of the comprehensive nature of dance through
reference to a wide range of dance styles. Hence, at General Certificate
of Education (GCSE) Ordinary (0). Advanced (A) and Advanced
Supplementary (A/S) level, a growing focus has been placed on the
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cultural context of dance through the tncluston of such dance styles
as traditional, social, African or South Asian. Moreover, the broad
social/ historical context, together with artistic and cultural
manifestations, have been written into the dance programmes of PE in
the National Curriculum (DES, 1992) and the recent guidelines for
dance Issued by the ACGB(1993).
1.4 Expansion and consolidation: the dance as art model.
As Adshead (1980, 1981b, 1981c, 1981d) identified the B.Ed.• B.A.
and B.Hums. degree courses engaged students in the total art form of
J u.c." C.oc..t'lc}
theatre dance as a publicly derived phenomenon. While hlitiaUy
'"
embraced mainstream forms of modem dance (i.e. Graham and
Cunningham) th.e'jwidened to include the post modem genre of the
late 1970s and 1980s. In general. practical and theoretical studies
focused on dance making. dancing and dance appreciation. As
Adshead (198Ia) and the Council for National Academic Awards
(CNNA)(1992) document revealed. dance making. frequently termed
either choreography or composition. provided students with the
experience, understanding and ability to create dances. Performance
aspects enabled young people to develop Interpretative and executant
skills. Hence. when performing or choreographing, students were
expected to be immersed In, and to utiltse. techniques and a set of
principles taken from the professional dance world. This was
complemented with appreciation aspects to enable students to come
/-0
"an understanding of appropriate stylistic conventions and meanings
fundamental to knowing about dance. Thus. as the study of
established and esteemed works became an essential part of dance
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study students were expected to Identify the salient features of a
specificwork. or to make clear and objectiveevaluations of a dance or
the specific aspects studied. However. while performance.
choreography and appreciation were at times separated as
independent activities the interrelationship between the three
remained vital. For example. both appraisal and performance played a
central role in the choreographic process. Adshead (1981b. 1981c)
also explained that some courses were further supplemented With a
concentration on other forms of dance and/ or consideration of
htstortcal and social contexts. But overall. as study ofWestern theatre
dance remained predominant. the education climate in Higher
Education was appropriate for the initiation. and development of the
dance artists in education movement.
A parallel shift of focus to dance as art at secondary levelalso enabled
dance knowledge to be related to the "external" world. White (1977)
revealed that this was reflected in examination syllabi for the GCSE
"0" level. These focused on the theoretical and practical elements
emanating from ballet and modem dance as exemplified in the
western theatre. The proliferation of the GCSE examinations that
followed in the late 1980s further reflected the influence of higher
education. For example. in 1990 the Southern Examining Board
syllabi included study of the repertoire of particular choreographers
and companies together with critical appraisal of modern theatre
dance. Two years later Briginshaw and Paine (1992) showed how the
then newly rationalised GCSE dance syllabus administered by the
Northern Examining Board continued this trend through retention of
an emphasis on choreography. performance and appreciation. Hence.
while the board no longer named a dance style or period or set work to
study a focus remained on the professional dance world. This came
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through the wide range of practical and theoretical content. the set
tasks and sample examination questions. Hence. there remained an
assumption that educators could acquaint young people with specific
insight into the repertoire of Indtvtdual choreographers and
companies. This has repercussions for this thesis (see 8.4).
() CAt'''!
Similarly. A/S level examinations in dance by the University of
f\
London Examinations Board from 1986 and June 1990,respectively
also focused on dance as a theatre art. Again both syllabi remained
firmly rooted in either the classical or modern theatre art forms and
were based on the central concepts of performance. choreography.
and appreciation. However. a further dimension was . added to the
A/S level through candidates being given the opportunity togo
beyond theatre genres and to study dance in a wider cultural context.
Bull (1989) and Stevens (1990) reflected that a growing number of
pupils have taken GCSE "A"and "A/S" examinations in dance and
that dance has also extended into Performance /Expressive Arts
~..c'~"'S;O'"
syllabi. This. together with the dance as art approach. has made four
"contributions to education. First. it enabled young people to acquire a
sound base of dance knowledge and thus raised standards of making.
performing and appreciating dance work. Second. it resulted in an
emphasis being placed on dance in the theatre. Third. the conceptual
approach has influenced curriculum development throughout both
the lower and upper secondary school. Fourth. this new way of
I,
thinking made dance educators increasing aware of the need for a
II
resourced-based teaching approach.
The main premise which underpinned the resourced-based teaching.
approach was that reference to exemplars of the public world of
theatre dance could be made pertinent to pupils. and that dance
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knowledge could be acquired through Visual experience and discursive
interchange as well as by physical participation. As Smith (1991)
argued. the use of masterworks which demonstrated particular
features. qualities or styles both complemented and extended the
knowing acquired in practical work. This enabled pupils to become
aware of shared public reference as their knowledge of dance as art
extended beyond the classroom. In tum. this gave young people a
framework of reference within which indiVidual perceptions of dance
works could be organised For example. knowledge of a variety of styles
and conventions which characterise theatre dance extended the
boundaries of young people to the concept of dance as art.
Overall. support from dance educators has led to masterworks being
used as a central feature in the teaching of dance as an art form. and
particularly in the development of choreography. performance and
appreciation. Equally important. this model has fostered a
methodology which encompassed a coming together of both the
process and product model. While process enabled movement to be
personally created. products (i.e. dances) were now formed in relation
to publicly referenced criteria. Hence. communication of ongoing and
final choreographic work only had relevance when it met
accepted artistic criteria. Overall. the growth of the resourced-based
teaching approach has significance for this thesis as it has provided a
fertile area for the interchange with the professional dance world. This
is explored in Chapter 8 and Chapter 11.
1.5 The relationship of dance with PE and the arts.
Criticism of MED and a parallel growing disenchantment of its
placement within the PE context was a primary focus of debate when
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education departments in polytechnics and colleges diversified into
non-teaching qualifications. Reid's (l970a) argument that dance as
art could not logtcally be conceived as part of PE supported moves in
higher education to study dance as an autonomous subject or to
incorporate it into an arts area for degree work at a variety of levels
(see 1.4).Adshead (1983) revealed how the Robbins Report (1963). the
phasing out of the Certificate of Education and its replacement by an
all-graduate profession together with the emergence of a new
validation body. the CNAA.forced dance courses from predominantly
teacher training to alternative models. But significantly. diversification
raised possibilities of dance as art as an area not related to schooling.
This separated the study of dance for use in schools from dance as a
study in its own right which had no direct relevance to what took
place in primary or secondary education. Hence. the shift from the
study of MED to a focus on dance as art (see 1.3. 1.4) was paralleled
in some institutions with dance becoming a minor or major area of
study in a Creative/Expressive /Performance Arts B.A. (Hons.) degree.
Cole (1978) disclosed that parallel moves also took place in secondary
education from the late 1960s. However. while Ross (1975) and
Hamby (1978a. 1978b. 1878c. 1979) urged for placement of dance in
the arts area arguments of the practical disadvantages of such a move
continued to retain dance within PE. As Adshead (l981b. 1981c)
explained this view was reinforced as most B.Ed. (Hons.) courses
remained under the umbrella of PE. However. recognition that the
artistic demands of the subject had increased caused educators such
as Glaister (1987) to argue for a more arts-oriented placement in the
belief that dance was no longer the exclusive concern of PE
departments. Glatster (1987. p 106) summed up the dilemma when.
in tracing the development of dance education. she ultimately asked.
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"willPE always encompass both sport and dance, or will dance move
to the performing arts or stand on its own?".
While Smith (1991) maintained that this concern remained an
ongoing contentious issue this must be viewed in the light of recent
developments. Jobbins and Smith-Auturd (1993) , claimed
+hc.tf the consensus view of dance teachers over the last two decades
emphasised the artistic nature of dance and the conceptual
approach to dance education. Moreover,as Stevens (1990) maintained
this resulted in a growing move to place dance alongside other
arts subjects which use a similar conceptual basis. This view was
strongly supported by The Arts in Schools Project. directed by Dr Ken
Robinson. now Professor of Arts Education at the University of
Warwick. Indeed. the formalisation of a coherent arts policy by this
project. which included dance. took this argument further. However.
while this proposition has gained considerable ground, dance has
been written into the National Curriculum as one of the generic
activities of PE (DES. 1992). Hence. Brinson's (1991) anxieties that
the htstoncal tradition prevented dance from removing itself from PE
were reaffirmed. But while there may be some truth in this position.
McFee (1994) suggested that this was two demands not one. He
maintained that when dance appeared in schools it was quite
compatible with it being part of PE. even though it would be the only
art within this discipline.
The main differences between dance taught within a PE or arts area
have repercussions for this thesis. The different beliefs. attitudes, and
practice of educators who considered dance to be part of PE stemmed
from their own immersion in MEDphilosophy and practice in tntnal
teacher training courses within PE contexts. This has affected to a
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greater or lesser degree the relationships between dance educators
and dance artists. To reiterate a point made earlier. under the PE
umbrella dance has moved through a series of shifts from MED to
dance as art. But while the experiential nature of MED has
diminished. many of its practices have continued to surround what
might be regarded as a dance as art approach. Indeed. a good deal of
dance practice in schools (which stemmed from MED)emphasised the
importance of the pupil's own creative activity. This was often to the
exclusion of developing this understanding. or the appreciation of
existing works. or deepening knowledge of cultural practices and
conventions in the arts. The argument which continued to underpin
this approach was that the concern of dance education was the
development of pupils' unique individuality through encouraging them
to express their own ideas and feelings. Hence. as Smith (1991)
explained. through this approach young people were expected to
experience a greater awareness of movement. to extend their range of
bodily facility. and to improve their confidence. This approach
emphasised the primacy of the process over product. of what was
happening to the child in the course of his/her dance activities rather
than emphasising the product itself. This was overlaid with the
expectation that involvement in dance (as in the process of MED)was
useful for the attainment of larger. more general goals shared with
other aspects of education. Hence. through dance young people were
expected to acquire personal and social skills such as interrelating
with others: be involved in learning processes such as problem-
solving. decision-making etc.: and develop creativity and the
education of feeling.
In contrast. while the dance as art model amalgamated some of the
above "educational" elements I,o...,-fl, the "professional" model it also
introduced new elements. Smith (1990. p3) argued that "its
distinctiveness lies in the concept of dance as art education
contributing towards aesthetic feeling". As the three stranded
approach of choreographing. performing and appreciating now
provided the conceptual basis for dance study a balance was striven
for between creating. performing and viewing dances. This has placed
a greater concern on the product. since the quality of what is
produced has become a major source for appraising what pupils have
learned. This has also led to an overall concern for young people to
appreciate dances as art works. Le. both their own and those
produced by professional dance artists for performance settings.
Furthermore. the scope of dance study. also widened to include a
focus on cultural learning. Overall this had led to a view that dance
education has a unique contribution to the education ofyoung people.
Many who favoured the dance as art approach have also argued for
the placement of dance within an arts area. Under this context the
uniqueness of dance has been emphasised and pupils have been
offered the posstbtltty of dance understanding and of making informed
artistic judgements. Moreover. as McFee (1994) explained. the
justification of the distinctive rationale for dance as an artistic. rather
than an aesthetic or cultural activity. also gave an indication of the
.f-h, ~f'J/e. of
direction for· dance to be included. As Burke (1991) argued.
(\
dance educators have to get the selection right as only some kinds of
dance experience offer opportunities for choreographing. performance
and appreciation. But each of these has to be satisfied if the dance
experience is to be worthwhile.
While Jobbins and Smith-Autard (1993) revealed that many teachers
have adopted the dance as art approach others have had difficulty in
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accepting this model for a number of reasons. Brinson's (1991)
argument that the distinctive nature of dance has been determined by
its placement in the curriculum and influenced by the training and
ideologies of initial teacher training courses followed by educators
helped to clarify the position. There continued to be a number of
reasons which might explain the reluctance of PE teachers to involve
themselves in the dance as art practice. First. those who were
immersed in MED as students retained MED. or quasi-MED. practice
in the belief that the content and methodologies of the dance as art
approach were inappropriate for use in schools. Second. they did not
have a sound enough dance knowledge base on which to found their
teaching. Third. as suggested by McFee (1994. p 71). PE teachers in
general "do not see dance as centrally their business. they perceive its
distinctiveness. and do not wish to accommodate it". Fourth. dance
education has a distinctive identity and provides unique possibiUties
which are different from other PE activities. These last two points were
significant since. as McFee (1994) claimed. they continued to
underpin the negative attitudes of some PE teachers towards dance.
These points also reaffirmed why some teachers have found it difficult
to support dance artists in education practice. For example. they
questioned the focus of work. the content. and the methodologies
associated with a contemporary dance training model.
1.6 Dance in the National Curriculum.
Stevens (1990) recorded the steps taken to safeguard the place of
dance within the National Curriculum by the Interim Working Group
to the British Council of PE (BCPE, 1990), and a consortium of four
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associations specifically concerned with dance in educanon''.
Simultaneous consultations by the consortium with the Art
and Music Working groups. plus a combined arts lobby for an interim
working party to formulate a coherent arts policy. which included
0.
dance. did not lead to way forward. Subsequently. the National
II
Curriculum forced dance back to its original PE context in spite of the
development from the 1970s of dance as art and as a subject study
within Expressive/ Creative/ Performing arts areas.
The final Physical Education in the National Curriculum (DES. 1992)
document addressed the range and content of a modem PE course
from 5-16. As such it covered a wide grouping of related generic
subject areas which complemented and contrasted one another.
Crucially for dance education the contribution of dance to the broadly
based programme was clearly identified. In spite of . '. an
apparent change of focus to a more movement orientated and process
based approach the notion of PE (which included dance) has been
flexible enough to encompass artistic. aesthetic and cultural factors.
Hence. placement of dance within a broad social and historical
context has allowed it to be studied as an artistic and cultural
manifestation. Programmes of study have addressed the very
signtftcant and important role of dance as an art form and as a more
broadly based cultural phenonemon. Even so. as Curl (l991a. 1992b)
explained. the requirements of the National Curriculum did not
alleviate the concerns of the consortium. and more specialised dance
educators have been less than satisfied with the place and content of
dance within PE. In particular. the wide ranging nature of the PE
attainment targets failed to address the particular needs of dance.
Moreover. the decision that dance would not be compulsory for all
pupils in Key Stage (KS)3. Le. for pupils from twelve to fourteen years
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of age, had far reaching consequences. It removed any guarantee that
boys would have equal access to dance in the secondary school
despite the increasing emphasis placed on this aspect from the mid
1980s.
However, the added emphasis on accountability of teachers, the
retention of the dance as art model at secondary level, the Statutory
Order allowingdance to be targeted as a subject in its own right or as
part of an arts programme. and the inclusion of "Partnerships" (DES
1992, P HI) with outside agencies has been Significant. This has
maintained the relationship between dance education and dance in
the theatre. Hence, the National Curriculum could provide a fertile
ground for the development of dance in education. and the maturation
of partnerships. The importance of these proposals for this thesis are
returned to in Chapters 10 and 11.
1.7. Current position in teacher education: Dance.
The conclusion of the CNAAreport, Dance in Deeree Courses in
Polytechnics and Colleees; a review of present practice and future
development (CNAA. 1992) noted the decline in initial teacher
education in dance. It revealed that by 1992 only four education
courses from former specialist PE colleges remained within the then
polytechnic structure. While each course continued to follow subject
study based on PE, preparation for teaching dance varied in relation
to the time allocated and to the depth of specialism that students
selected to follow.Courses generally followeda dance as art approach
although tinged at times with a MEDbias. While participants have
been both men and women. the former rarely studied dance in more
in-depth programmes. Hence. as Stevens (1990) claimed. as most
teachers of dance continued to come through the PE·roiAfe. " dance
educators in secondary schools remained predominantly female. the
degree of specialism varied. and little has been done to rectify the
gender bias in education.
In contrast. the alternative route into teacher education which
emerged for the dance teachers has become significant. Although
Adshead (1981c) identified that the Post Graduate Certificate of
C.'""S~ ""Cl}
Education (PGCE) widened to include dance the needs of the
"
secondary age range were largely ignored until the mid 1980s. Three
courses then developed which offered dance as a main method of
subject study for this spectftc age range. From 1983 Liverpool
Polytechnic offered a PE course which also catered for the special
needs of dance teachers. From 1984 and 1985 Bedford College of
Higher Education and CSHM/Brighton Polytechnic I respectively)
offered courses designed with the prime Intent to furnish the teaching
profession with specialist dance teachers. These were a direct
response to the growing body of graduates who emerged from degree
courses in dance. and to the demand from schools for secondary
trained teachers who could teach examination work. Together these
two courses have provided a steady. albeit small. number of teachers
to the field who. because of their particular expertise. have been
appointed mainly to posts within Expressive/Creative/Performance
arts departments. Since they were originally trained in dance study
such teachers embodied in themselves something of the interface
between the dance artist and educator. This is important for the
future development of dance artists in education and as such is
returned to in Chapter 10.
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In-service work for qualified teachers has also played an important
part in the development of dance education. A wide range of
additional courses have focused to a greater or lesser degree on
knowledge of dance and its application to various age groups. Those
which have led to certificate or diploma awards validated by a higher
educatlon establishment have tended to be career orientated. Others
of a much shorter duration have been essentially concerned with the
updating of theoretical and practical knowledge in relation to current
professional practice. These have been mainly organised by PE
advisers, or higher education institutions, or particular dance
organisations such as the NDTA.While in-service training has been
threatened by changes in government policy and funding procedures,
the National Curriculum has made such provision even more
important. More specifically It has repercussions for working with
dance artists in education and thus for the findings of this thesis.
1.8 Summary.
The conclusion to be reached from this chapter is that the historical
development of dance in education over the last four decades has
largelyrs] 1l',~I)c.t:!1what takes place today. The attitudes, beliefs and
practice of dance educators reflect the shifts in balance that have
occurred from MED through the various changes outlined to the
current consensus viewof dance as art in education. In particular, the
change to the current emphasis on the conceptual basis of the dance
as art phenomenon is identified together With the parallel shift of
dance moving away from physical education. While these innovations
almost always started in higher education they gradually filtered down
to schools. Here they became reflected in the different focus of
30
examination work and in resourced-based teaching approach. Such
moves were also reflected in the development of the dance artists in
education movement discussed in Chapter 2. However, despite the
advances made in terms of conceptualisation and placement. the ~
in the National Curriculum (DES. 1992) document returns dance
back to its original context. As indicated current developments in
teacher education are Significant as the products of teacher training
are the key people in the education side of the dance educator Idance
artist interface. Significantly, the new PGCE courses with dance as a
first subject study widen the concept of the specialist dance teacher
and their potential for relationships with dance artists. Similarly, the
need for in-servtce provision is highlighted with specific reference to
the demands of the National CUrriculum. Overall, the scene is set for
the dlscusston of the development of dance artists in education in
Chapter 2.
Notes .;
1 For example, his writings cover "Meaning in the arts" (l969b),
"Sport, the aesthetic and art" (1970a), "Knowledgeand aesthetic
education" (1971), "Knowledge,aesthetic insight and education"
(1973) and "Aesthetics and education" (1974).
2 Together with Outdoor Pursuits these activities are considered to
be the core subjects of PE.
1-.. A Ir" ... ,~ dotw "~~ ftkFee'l b~. k val (1.. 1.1idl«-cl;II l\I.vt. ...be.,. IUJ-
3 This could be viewed as a rearguard protection of Laban's ideas
and was reaffirmed further in other books published in the MED
vein (see 1.2).
4 Dance in education has come full circle and returned to its
original title Modern Dance. While MED became synonymous
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with dance in education based on the Laban model. the term
"educational" was removed in the 1970s to distinguish trends
towards the emerging model of dance influenced by the
professional American modem dance idiom. Hence. modem dance
from the mid 1970s became synonymous with dance as art.
5 The Consortium was made up of delegates from the Council for
Dance Education and Training (CDET).the National Association
for Teachers in Further and Higher Education (NATFHE)Dance
Section. the National Dance Teachers' Association (NOTA)and the
Standing Conference on Dance in Higher Education (SCODHE).
This joint body voiced its concern to the DES and the National
Curriculum Council (NCC)that dance was redescribed as part of
PE. The Interim Working Group of the British Council of PE was
chaired by Elizabeth Murdoch. Head of Chelsea School of Human
Movement. Brighton Polytechnic.
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Chapter 2.
The RelatioDShip between Dance InEducation
and Dance In the Theatre: the mid- 1960&to early 1990&.
2.1 Introduction.
An understanding of the history of the dance artists in education
movement is important for this thesis as it reveals the relationship
between dance in education and dance in the theatre. While this
was first nurtured between the 1920s and 1930s. education work
with dance artists only started to take place on a more consistent
basis from the early 1960s (Gulbenkian Foundation report. 1980).
Prior to this period neither the matinees nor the infrequent lecture
tours of the major ballet companies were intentionally focused
towards an audience primarily from education. and performances in
schools by smaller companies were mainly for flnanctal reasons
(Gulbenktan Foundation report, 1980: Brigtnshaw. 1983). Until
this time there was no specific educational direction and no
attempt to present ballet as a resource for. or as a form of. dance in
education (Briginshaw. 1983). Even when dance artists from a
Laban-based background started to provide an external model for
dance in education there was no large scale professional company
to which educators and/or pupils could relate. It was only after the
introduction of "contemporary dance" 1 into Britain in the mid-
1960s that the work of dance artists in education started to expand
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and to build on the use of the lecture demonstration format
pioneered by Ballet for All (Gulbenkian Foundation report. 1980).
From the mid -1960s the tentative relationship between dance
artists and dance educators manifest in the early dance artists in
education movement started to consolidate and expand. Even so at
of
the start the 1990s Brinson (Davies, 1990) maintained that the
fI
education work of many companies continued to be symptomatic of
the inward-looking focus of the theatre dance world. In particular,
he stressed the need for companies to upgrade their priorities for
education work.:urged the ACGBto encourage companies to revamp
both their policies and methodologies, and made a plea for dance
artists to improve contact with dance education. ,
,g'l';"'O"I~ (l)o.tI,'u/ht1)
This chapter aims to trace what led . to statement through
"plotting the significant developments from the mid-1960s to the
present day. It also traces the response initiated by the ACGB for
the artistic world, plots the reaction of educators at crucial
conferences, and reveals the initiatives which sprang from
education schemes.
2.2 Setting the scene: the growth of dance artists in education,
1960&-1970s.
Clarke (1966) explained how the modern dance genre imported
from America, based on the principles of technique and
choreographic training developed by Martha Graham, led to the
emergence of contemporary dance in Great Britain. This new form
of dance influenced the formation, by Robin Howard. of the
Contemporary Dance Trust (COT) In London, the growth of
Contemporary Dance Group (COG), the London Contemporary
Dance Theatre (LCDT), and the London School of Contemporary
Dance (LSCD) (Clarke, 1966). Whileu>.,te""fot'14r1 dance also
became manifest in the theatre in the work of Ballet Rambert this
company continued for a while to be influenced by its past.
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The combined influence of LCDT and Ballet Rambert and their
specific contribution should not be underestimated. Their
significant effect on other companies can be classified into five
main groupings. First, the use of the lecture demonstration format,
initially pioneered by Ballet for All, became extended by both LeDT
and Ballet Rambert prior to being used by other companies
(Gulbenkian Foundation report, 1980: Brtgmshaw, 1983). Cohan
used It as the means through which he introduced, explained and
demonstrated contemporary dance to the wider audience met by
CDG as It toured schools and colleges throughout the country. This
lecture demonstration group, together with the growth of the
company, provided the first opportunity for dance tutors and
students to see an example of the modem dance genre In the
British theatre. Likewise, Ballet Rambert's focus on appreciation
aspects in lecture demonstrations exemplified Its reorientation
from a classical to a contemporary company (Gulbenkian Foundation
report, 1980). Specifically designed matinee programmes in
regional theatres inltlally emphasised technique and rehearsals.
When these expanded to Include a focus on repertoire the
unpredictably wide range of the audience posed problems f-vr
planning, format and delivery (Mann, 1982).
Second, the ACGBupheld LCDTand Ballet Rambert as models for
others to follow. The early work of both companies was cited as
examples of what could be achieved in creating and establishing
audiences for contemporary dance (ACGB.1978/9). Encouragement
to undertake educational work as a successful form of marketing
resulted in other groups adapting the LCDTIBallet Rambert models
for their own use (Cope. 1976; Brtgmshaw, 1983). Such companies
then made their own particular contribution. For example. both
Scottish Ballet's Moveable Workshop and Scottish Ballet's
Workshop built partiCipatory2 elements into workshops and
provided detailed notes for teachers. This marked the first attempt
by dance artists to influence directly what was taught In schools
(Cope. 1976; Brtgtnshaw, 1983).
Third. an increase in activity and diversity of practice was
exemplifted by Ballet Rambert when it set up two special groups to
produce and to perform specially designed children's programmes.
One. Bertram BateU's Sideshow. offered lecture demonstrations
and taught workshops in schools and colleges. The other. the
smaller Ballet Rambert Dance Unit worked almost entirely within
the education context. Such initiatives paved the way for groups
which offered a performance orientated programme within
education contexts (ACGB. 1981a: Brtgtnshaw, 1983)3. In
particular. the work of Ludus, a "dance in education" group was
important on several levels. This was one of the few dance groups
with anything in common with the alternative. small fringe theatre.
community arts and Theatre in Education (T.-E)projects which
emerged in the late 1960s and flourished in the 1970s. All its work
was intentionally orientated towards an audience in an educational
setting and the social and political content or message was as
important as the dance performed and its execution. Equally
significant was its potential impact on curriculum development
through the substantial and detailed written material provided for
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both teachers and pupUs (Brtgmahaw, 1983). Small-scale
companies specialising in education work also emerged (ACGB,
1981a). Non-revenue-funded companies, dance and mime artists
and choreographers applied for project grants and bursaries to
develop educational programmes. A special allocation from the
ACGB aided such developments as full-length productions for a
children's audience and lecture demonstrations (ACGB. 1981a).
New dance artists such as Maedee Dupres, Sue Maclennan and
Belinda Neave also responded and became increasingly involved in
education (Briginshaw. 1983: Nash. 1987)4.
Fourth, throughout the 1970s a few dance artists influenced by
LCDT also had a significant effect on students and lecturers in
higher education. For example, Janet Smlth5• who entered higher
education in the mid-1970s. was a clear example of how a dance
artist took a predominant dancer and choreographer role In an
exchange of space for expertise basis. Others were appointed as
part time teachers (e.g. Irene Dilks6). More significant roles In
terms of status did not appear until the 1980s. Private institutions
who trained professional dancers also engaged dance artists on a
more regular basis either on a sessional arrangement for speciftc
projects or for an academic year or longer.
Fifth. several new patterns of collaboration emerged which proved
to be a turning point for dance artists in education. The principle
was pioneered at Roehampton Institute that dancers could use the
facilities of an Institution over a long term period without any
obligation to teach or to perform In return with Ian Spink and
Dancers (Brtgmshaw 1983). Other residencies followed which were
arranged on a more formal footing (Brigmshaw. 1983)7. However. it
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was the initiation and development of residencies based on the
Artists in Schools (AIS)Dance Component. operated in American
Schools by the National Endowment of the Arts8• which expanded
the work of dance artists and had a significant impact on education
(Brtgtnshaw, 1983).
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In particular. LCDTs week long residencies in 1976 in five colleges
in Yorkshire provided the impetus for future work9 (Gow. 1976a).
Six aspects of this residency were particularly important:
1) company members taught Graham -based technique classes to
students and pupils in schools and Cohan presented a lecture
demonstration to show what the company was attempting to
achieve;
2) at open rehearsals Cohan gave a commentary to the audience
and answered questions on the work;
3) the company performed;
4) in the final week Cohan completed the choreography of a new
work. Khamsin (1976). This was premiered at the Playhouse.
Leeds. on 22nd March (Webb. 1976);
5) the residency enabled Cohan to present the company to a
wider audience than was normally encountered on tour;
6) it allowed Cohan to develop and to show the teaching side of
the company's work (Gow. 1976).
Cohan then further adapted the residency format to enable the
company to stay in an institution for a week and to offer a
programme in local colleges and schools. This included
choreographic lecture demonstrations. open technique. open
rehearsals and open choreographic sessions. Performances in local
theatres extended to include open forums in which the audience
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could question the director and dancers about their work
(Brtginshaw, 1983). Overall, each of these features wos CAnimportant
precursor for the future practice of other compantes 'Y.
2.3 The Arts Council of Great Britain Scheme: 1980-19815/86.
The ACGB pilot projects in 1980 proved to be a turning point for
dance artists in education as theY'Yere the first sign of the closer
a,. ~ o./J...:., J,..J ~l.I.A,
co-operation that Macdonald, sought wU:h educational bodies. In
particular, the involvement of the DES, albeit in an observer
capacity, enabled residencies to be placed within secondary school
contexts and encouraged LEAs to Jointly fund projects 1 1
(Brtgmshaw et al. 1980). Modification of the format based on the
AIS scheme met the particular requirements of each context as
well as the needs of the companies and individual dance artists
involved. All three projects were divided into three main parts over
a five week time span. The preparatory period, in which a dance
artist taught in a school for two or three weeks. was followed by a
company residency of one week, and finally by a choreographic
focus of a further two or three weeks (Brtgmshaw et al. 1980;
Hockey, 1987).
New ground was broken in the ACGBprojects between 1981-1986.
When the first mime residency took place in Peterborough in 1982
the scheme became known as Dance and Mime Artists in Education
lAc. H,Af. M e,
(Hockey, 1987). Throughout there was an extension of the types of
1\
venues used, the formats followed, the geographical areas reached
and the companies involved (Hockey, 1987)12. Projects were
placed in primary/middle schools, a range of secondary schools
including a boys school. a Dance Centre and a Dance Drama Centre.
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Residency lengths and structures varied between two to five weeks.
""00 k. f IGc&
or over an extended period such as an evening a week for a term
1\
plus an intensive week. While three projects returned to the
Havantl3. Leeds and Manchester areas. two dance artists and one
company from the initial residencies worked 10 a new collaborative
mix 14. By now work with teachers' groups was also a common
feature of all ACGBprojects.
Two "en route" monitoring decisions made by the ACGB were
particularly crucial. The first. in 1982. was when the ACGBdecided
to retain the scheme at a pilot stage for at least a further two years
(Hockey 1987). The second. was when the ACGB widened the
scheme to include individual artists and companies from the
classical ballet. Indian and African traditions. Thus. in 1984 an
Afro-Caribbean company (Ekome) participated for the first time in
project work and a second mime residency took place.
The scheme concluded in 1985 with all three projects breaking
new ground (Hockey. 1987). The first took place with a ballet
company in a London comprehensive school. The second widened
the approach. format and concept of projects as it was based on a
hospital and a social club in Yorkshire for children and adults with
learning disabilities 15. The third moved the scheme into the field of
higher education with the residency at Brighton Polytechnic.
CSHM. This last project provides the foundation on which Part 2.
Part 3 and much of Part 4 of this thesis is based.
Brtgmshaw et al (1980), Brtgmshaw (1983) and Hockey (1987)
identified that support from both the ACGB and the DES for the
pilot projects gave dance artists in education an added impetus and
respectability. This encouraged other companies to extend their
work in education and facilitated the development of significant
new contacts within the education context between young people.
individual dancers and companies. The emphasis on participatory
elements for young people established new ways of working which
became modified by other dance artists for their individual needs.
In particular. the focus placed on technique and the inclusion of
choreographic work for selected pupils became commonplace (see
8.3). Significantly. patterns of collaborative work influenced two
dance artists who each formed and directed a small group primarily
concerned with education 16. Both companies then participated in
other ACGBresidencies.
In-depth monitoring of the three projects in 1980 preceded the
publication of Dance Artists in Education. Report of the Pilot
PrQjects (Brtgtnshaw et al. 1980)17. This described the residency.
discussed the results. identified the issues. and made
recommendations for future action. While monitoring was less
extensive. in later years written reports continued to create a
composite picture of events rather than identify successes or
shortcomings. It was. however. only at the conclusion of the
scheme that the ACGB commissioned Hockey to summarise and
evaluate its overall achievements (Hockey. 1987).
The final report outlined the origins and development of the
project between 1979/1980-1985/86; overviewed the
residencies; presented case studies from some of the twenty three
individual projects that had taken place; and highlighted the
successes and issues. While Hockey (1987) attributed many of the
concerns encountered to the development of dance in education
and its relationship with dance in the theatre she claimed that the
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scheme had far reaching effects on both education and artists. For
example. a year preceding the report. she argued that
related trends in dance education can be attributed to the
Scheme and Similar initiatives. Most fundamental is the
consideration of dance as an art form and all that this
concept implies... the place of technique and composition.
the value of performance. and the role of appreciation
have all been given greater emphasis in recent years.
Hockey. 1986. p 186
Overall. Hockey (1987) maintained that artists in education had
contributed to the revttaltsanon of dance education and the
reconsideration of its rationale and content. Equally significant.
patterns of collaborative work had influenced dance artists to form
and to direct small groups primarily concerned with education
work: and to some companies formulating and implementing
education polictes through an education officer or a team. Even
though the report was supportive in nature Hockey (1987) urged
that the lessons learnt should be incorporated into future
developments. While Hockey (1987) made a plea that the
initiatives. collaboration and potential should be recognised.
nurtured and valued. the report neither provided an underlying
rationale for the dance artist in education movement nor a
theoretical framework on ..which future work could be based.
2.4 Continuation and expansion:the mid-1980s to the early
1990s.
Although new dance. as part of the modern tradition. ballet and
black dance were introduced into the ACGB scheme after the 1983
residencies. no such provision was made for Asian dance. Even then
the educational involvement of artists from these traditions only
increased after completion of the scheme.
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While the education work of large and small scale companies in the
modern tradition continued, a change occurred in the intent and
structure of projects (Thomson, 1992). In particular, the large
scale residencies that took place with LCDT under Cohan and
Mansfield were replaced by smaller ventures. Overall, Thomson
(1992), as the education officer for LCDT, revealed that the
company's education work was now delegated to free-lance dance
artists who worked in areas in which the company performed.
Changes in management, funding problems, and the belief that the
needs of the artistic world remained predominant may have
contributed to this new direction.
Since the mid -1980s Ballet Rambert has also exemplified a
changing approach to dance artists in educatlon. A more positive
stance emerged once Richard Alston took over as Artistic Director.
Throughout this period the education officer of the renamed
Rambert Company set up and presented workshops, pre-
performance talks, projects and residencies. For example, the
1992 Kent project with able young people demonstrated how dance
artists, including Alston, and the education officer could work as a
team (Howard, 1992). But other companies such as Phoenix placed
less importance on education work when it moved into middle
scale touring. The company's new approach was exemplified in its
approach to a project in a Kent school in 1992 (Hughes, 1992).
Classes and workshops were now delegated to either an outreach
worker or selected dance artists.
While many small dance companies continued to follow established
formats for education work into the early 1990s. the constraints of
combining the role of education officer with administrative and
performance responsibilities led at times to initiatives not being
explored fully (CarItsle. 1993). Problems posed by injury or other
unforeseen circumstances resulted in difficulties which could not
be resolved to the mutual benefit of the parties concerned. Thus. as
Carlisle (1993) argued. the experience of dance artists and/or the
Artistic Director of a company withdrawing from planned work
while a project was in progress was not unusual.
Individual dance artists also continued to offer their work to
education either as individuals or as part of a company. One in
particular. Gregory Nash (1988) challenged what generally took
place within one-off workshops taught in advance of performance
and in residency situations. Prior expertence as a dancer with a
number of small companies such as Cycles. Mantis18 and Michael
Clarke. and his short pertod as an animateur for Mantis in 1983/419
led Nash (1988) to question the type of educational work
undertaken by dance artists. His search to strike a better balance
between performance of his own work and education contributed
new elements to education work20. It showed how choreography
could become the focus for all 'project activities.
From the mld-1980s some of the most stgmftcant contributions to
education work came from the realms of ballet. Black and Indian
traditions. Recognition that the major ballet companies were
undertaking a growing amount of educational work led the ACGBto
include ballet as part of the Dance and Mime Artists in Education
projects in 1985. Such developments as the appointment of an
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education officer and the setting up of an education unit spear-
headed by London Festival Ballet (LFB) (see 2.51) (Hoyle. 1980)
then influenced similar Initiatives in other companies such as Royal
Ballet (RB)and Sadlers Wells Royal Ballet (SWRB)(Morris. 1985a).
Activities such as the school matinee format to prepare an audience
for performances: the preparation of resource packs which
described particular ballets and/or gave a brief history of the
production: and the design of workshops and lecture
demonstrations to fulfil educational requirements became
commonplace. Similarly, the use of members of the company
and/ or the education officer as a resource became a general feature
of education work. Its scope was then widened by the RB when it
included backstage visits, school matinees and parents' evenings
(Morris, 1985b). Overall, the premise behind all education work
was to make ballet more accessible, to be informative and to act as a
stimulus for academic work (Davies, 1990).
Collaboration with LEAs took the work of ballet companies onto a
more formal footing. The first large scale scheme, a one week
project In primary and secondary schools. organised as a joint
venture between SWRB and the City of Manchester LEA set a
precedent for those to come (ACGB, 1986b)21. Numerous other
special projects followed Including ones which allowed a principal
dancer from the RB to work alongside Indian and Afro-Caribbean
dancers on a multi-cultural cross curricular theme (Katrak, 1987:
Rogers, 1985)22.
Significantly, a crucial change appeared in the range and breadth of
SWRB's (nowBirmingham Royal Ballet [BRB))education programme
after the appointment of GUI Henderson as education officer.
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Although company members continued to be used as a resource the
education department now took on more and more of the ensuing
work. Two projects at the opposite ends of the spectrum
exemplified new approaches in which projects as shared
enterprises were concerned with curriculum design (Henderson,
1990). In the first, a dance artist reconstructed Act 11. Giselle,
(Coralli and Perrot, 1841) and the education team choreographed
in the modern genre with "A"level students in response to a task
from the "A" level examination syllabus23. In the second, new
ground was broken in a primary school project which was designed
to comply, in part, with the requtrements of the National
Curriculum (Henderson and Gradle, 1990)24. The experimental
concept of this particular project enabled the education
department to be used as an extension to the teaching staff and to
act as advisory teachers in developing dance within the school. In
this way, the project served as Inservice development for members
of staff using dance in a cross-curricular approach (Henderson and
Bradie, 1990).
The formation of groups mainly of Afro-Caribbean origin. such as
Aklowa and Ekome, set a new trend in the 1970s. In general,
education work followed the already established format of
performances accompanied by lecture demonstrations with
practical classes extended to include drumming and drama.
Support for the extension of the work of ethnic artists in education
CQWI~
from the Dance Artists in Education conference of 1979 (Bourne,
1\
1979) Qn ~ led to several dance artists, particularly of Asian
origin. being funded in the early 1980s. However. the growth of
Asian and African People's dance only extended when dance artists
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from these traditions received financial support on an more
consistent basis from the ACGB.
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The promotion of Asian dance forms coincided with the ACGB
paying more attention to regional dance developments. An Asian
Music Project. which included dance in Leicestershire schools and
colleges. preceded the setting up of an Asian Dance Animateur
scheme in 198525 which extended the vision of professional dance
work in education26. However. it was not until the ACGB South
Asian Dance in Education project at Bedford in 1989 that official
recognition was given to the contribution that Asian animateurs and
teachers were making to education. The project. hosted at Bedford
College of Higher Education. was the result of four years of
research. planning and co-ordination at the ACGB (Constantt.
1989). Overall. It placed the art form in the context of dance in
Britain and aimed to develop an understanding and appreciation of
this style of Indian dance among schools and community groups in
-IAt.l'roj e.,..J
the area. Throughout "fiveBritish based Indian teacher Iperformers
gave practical tuition in a variety of venues to a range of young
27people from primary school children to undergraduates . The
above proj ect partially filled the gap identified at the
conclusion of the ACGBDance Artists in Education scheme and was
an attempt to raise awareness of South Asian as well as African
People's dance. Acceptance that the needs of such groups might
require different approaches was also in response to the separate
category of funding created within the Dance Projects budgets in
198718 for Dance of Ethnic Minorities. The work of Asian dance
artists was then placed onto a more formal bas.s through the public
launch of The National Organisation of South Asian Dancers (ADiTi)
in Bradford. in June 1990 (McGough. 1989). Since then RAAs/RABs
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have been encouraged to provide equality of opportunity and to
engage actively in the development of educational work with South
Asian dance artists. Subsequently, the possibilities of the work of
ethnic dance artists has been taken into a new direction by such
groups as Race Apart (NewAsian Dance Theatre) (Elliott, 1991).
Although this company's work has remained specifically Indian it
has been presented so that it could be related to by young people
from diverse backgrounds.
Unlike the development of contemporary, ballet or South Asian
traditions. the growth of African People's dance in education has
been more haphazard. Although early companies were pioneers on
the self-made touring circuit there were few Black dance
companies working in Britain in the early 1990s. The most
significant Impact has come through the work of Adzido Pan African
Dance Ensemble. Although the company's main aim has been to
perform dances from African countries. workshops have become a
central feature of its work in schools (Semple. 1992).
In spite of Black dancers having no form of organisation similar to
that of ADiTi. alternative avenues for the development of Black
Dance in education have emerged. The opportunities offered by the
National Foundation for Arts Education (NFAE)and Arts Education
for a Multicultural Society (AEMS)have led to an expansion of
education projects in this tradition (see 2.8).
2.5 The Arts Council of Great Britain: Education Policy.
The ACGB has shown an increasing interest in education from
1975. The added impetus given by the publication of the Radcliffe-
Maude reports in 1976 enabled collaboration between arts and
education organisations, including policy and funding
considerations, to become a reality.
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The appointment of Irene Macdonald as ACGBEducation Officer In
1978 led for the first time to the initiation and formulation of
education poltctes for artists in schools: to collaboration With
national education organisations: and to the encouragement of a
closer contact and co-operation between arts and education
agencies at all levels. When the ACGB Education Unit took on
responsibility for educational involvement in all the arts, Macdonald
was charged with two main tasks. The first, was "orgamstng
meetings and conferences to bring arts and education provtders
into closer touch with each other" (ACGB, 1978/79, P 31). The
second, was initiating "pilot projects in different subjects ...
throughout the country" (ACGB.1978/79, P 32). At the same time,
a new post for a dance officer was created whose brief included
special responsibUity for developing educational work in dance28•
The ACGB's increasing involvement in educational work was also
evident in The Arts Council and Education. A Consultative
Document (l981a). This clarified the ACGB'srelationship with the
education system, its own educational responsibilities, the shaping
and development of ACGB policy and how this was expected to
affect those receiving grant aid from LEAs and RAAs. Shaw, the
Secretary-General of the ACGB. anticipated a special role for RAAs
acting with LEAs which would allow national, regional and local
tiers to interact and plan effectively together (ACGB, 1981a). The
establishment of an Education and Outreach panel reflected further
the ACGB's commitment to education at a time when dance
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companies were being exhorted to produce an education policy and
evidence of commitment to education (Mansfield. 1987).
J .. ",",e"t
In the 1983, The Arts Council and Education: A Policy Statement
(\ +"I,c,. (.)«,~
(ACGB. 1983a) anticipated a closer co-operation between itself and
"client organisations at all levels (ACGB. 1983a). The status of dance
artists in education was raised by seeding money for development
in this area, the inclusion of education members on to the dance
panel, and the use of educational criteria to judge work (Croall,
1984). It also led RAAs to review their work and staffing poltctes.
and in time to innovative education programmes (Robertson, 1986).
Thus, by 1984 each company was expected to have an active policy
for education which was closely related to its artistic policy. Prime
importance was placed on the central role of dance artists, the
links forged with the education sector. the appointment of
education officers. and the need for professional arts organisations
to establish criteria for assessing professional work (Robertson.
1984). While funding was now determined in part by a company's
education provtston the right of individuals to opt out of this area of
work was respected. and the ACGB encouraged RAAs and LEAs to
develop poltetes for professional arts input into education.
The fresh interest in education pursued by most of the RAAs in
1985 came from the ACGB's own 1983 policy statement which was
later reaffirmed in The Glozy of the Garden (Rogers. 1985). This
ACGB document outlined policy for the next ten years and, in
relation to dance. aimed to strengthen existing companies and
their links with regions (Fawkes. 1984). Although five areas were
identified for development three were particularly significant for
f;,,:.1',
this study: to strengthen the support given to Black and Asian
1\
Se; "o11'\ "II
29dance ; to develop the educational outreach work of all revenue
fJ.,,'t'Ol,
funded companies; and to pursue effective development through
HAAs setting up joint funding arrangements for arts projects With
LEAs, arts bodies and sponsors.
Deliberations by the ACGB'sEducation Unit identified training and
research as one possible means of collaboration with the formal
sector (Rogers, 1985). Hence, from Spring 1986 limited ACGB
funds allowed those working professionally in the arts to gain
experience in working with the education sector (ACGB, 1986a).
Although advice was available from the Education Training Section
(ACGB, 1986a), individuals were expected to devise short tntenstve
training programmes, or short-term secondments, or short-term
pol;c,~
courses or workshops. As this has repercussions for dance artists
1\
in education it is returned to for further discussion in Chapters 9
and 12.
During 1987 the ACGBeducation structure underwent a period of
dynamic change. The new temporary education working party set
up to implement the revised poltcres, under the chairmanship of
Dr. Ken Robinson (then director of the Arts in Schools Project),
consulted specialist groups for advice on specific areas. Particularly
Significant for this study was the focus placed on the training of
artists and teachers, the importance of companies as a resource in
education and the preparation of artists for an active role in
education. The funding of a major research project with the
./01' 41
National Foundation Education Research(NFER) aimed to evaluate
1\ II
the work of visiting artists in schools and to help artists to make a
substantial contribution in education.
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2.6 Linking personnel, 52
The diversity and extent of dance artists in education was partially
responsible for the creation of various posts with a particular
responsibility for work in education. The appointment of education
officers by the major dance companies became common practice in
the second half of the 1970s. The trend initiated in 1975 by LCDT
was followed by Ballet Rambert and LFB in 1979. By 19B1 major
companies were engaged in education work although some showed
preference for working with students. teachers and adults rather
than with children (ACGB.19B1a).
These officers. sometimes also dancers or ex-dancers and/or
qualified teachers. were responsible for liaising with LEAs and
schools. discovering their needs. designing educational
programmes and providing aids from company resources. However.
the expertise of an advisory team or unit as used by LFBmarked a
significant new development. Such units functioned generally in
two ways. Either a small group of dancers visited educational
Instttutions to present lecture demonstrations. classes and
workshops; or individual dance artists/teachers taught technique
classes and/or workshops.
It was. however. not until the review of the education work of the
major companies in 1984 that a closer collaboration started to take
place between the ACGB. companies and the RAAs30 (Maldoon.
1984). This was exemplified in. for example. the establishment of a
structure which allowed education officers to meet on a regular
basis. Out of this grew the joint introduction to the Dance Pack.
Dance Companies. How to use them. Dance Companies. What they
mItt (ACGB. 1988). which gave information on dance companies
offering education work and ways inwhich to use them.
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The assignment of dance fellows. animateurs or co-ordinators to
work within a specific community setting and/or education
institution. which came into being in 1978 initially to fulfil needs
identified during touring. paralleled the developing dance artists in
education movement. The limitations of "one night" stands were
acknowledged as was the need for a dance artist to be resrdent in
the community if a long-term programme was to be developed.
Since the inception of the fellowship scheme under Greater
London Arts Association (GLAA)in 1978 a growing number of
antmateurs have been appointed to other RAAareas (GUck. 1986).
Overall. the responsibUities of an antmateur were to stimulate and
foster the interest and participation of a community in dance
activity (Cole. 1982) by teaching. performing and choreographing.
as well as organising dance events and attracting other dance
artists to the region (Glick. 1986). The work of Kate Castle and
Rosamund Shreeves. the first dance fellows to be appointed by
GLAA.indicated the impact that could be achieved by professional
dancers31 (Early. 1979a: Clald. 1979). Similarly. the work of Lewis
and McLusky exemplified the major long term impact that an
animateur could make on the local community.
The concept of the dance fellow then became extended in 1981
when the ACGB. together with Cheshire Education Committee and
two RA.A s. jointly funded the appointment of Lewis as an
antmateur / dancer in residence to an LEA centre used by local
schools (ACGB. 1982a). Significantly for this thesis. one of the
major responsibilities was to introduce school pupils to the
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repertoire of visiting dance companies. and to work on dance
projects. including productions. with pupils and teachers.
Throughout the 1980s Lewis's work exemplified how contact could
be established. maintained and fostered with schools. teachers.
LEAs and arts bodies.
The ACGBdance panel included in its poUcysubstantial support for
dance fellows and animateurs and facilitated the growing part they
played in educational work. While this was exemplified in The
ACGB's Dance and MimeAnimateurs; a national evaluation (Glick.
1986) the report also revealed how the education service provtded
by animateurs bridged the gap between the professional performing
world and the education and community sectors. Hence. the
growth of the animateur movement enabled opportunities for the
exchange of ideas and expertise with education bodies and has
facihtated an increase in specific projects for education such as
those discussed in 2.8.
2.7 Responses fromconferences .
A series of conferences staged in the second half of the 1970s
provided opportunities for dance artists and dance educators to
meet together for the first time and to share with each other their
aims and concerns (Holbrook. 1975; Webb. 1976). The initial
concern of two. held in 1975 and 1976. was on the possibilities of
interaction rather than on collaboration. The tentative relationships
established at the Warwick University conference in 1975 and the
I.M. Marsh residency in 1976 eased some of the distrust felt by
both parties (Holbrook. 1975: Gow. 1976: Webb. 1976). Brinson
(1982a) maintained that the second conference. which COincided
With the completion of the first series of LCDT residencies, was
crucial in the developing relationship between the two professions.
Cll\d w. ...t.e:. to f'J
It provided one of the earliest opportunities in which o.('t,·~hcould
"
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meet together to discuss the advantages and disadvantages of joint
work and to see practical examples of education work (Gow, 1976;
Webb. 1976). Even though the concentration on presentation of
work in the largely LCDTinitiated residency caused concern the
atmosphere of the conference was generally optimistic (Webb.
1976).
By contrast. the provocative nature of the 1979 Dance Umbrella
Conference on Dance Education "exposed many of the rifts between
dance artists and dance educationalists" (Macdonald. 1980 p 40).
The aims and standards exemplified in the performances and
demonstration classes presented by the professional dance world
raised disturbing elements32• Fawkes suggested at the time that
this was
not just the basic differences between professional artists
and educationalists which still have to be resolved but the
apparent mutual distrust which has to be removed.
Fawkes. 1980. p 17
Such apprehension became exacerbated further when dance tutors
in higher education supported Bourne's statement that
dance artists currently working in the field are not of a
high enough calibre...neither the vocational schools nor
the established companies rate educational work highly; it
is neither a first option for a dancer ...it is usually only
those who have failed to win a place in one of the major
companies who drift into the work.
Bourne. 1979. p I
A further four conferences in 198133 provided an important bridge
which helped to dissolve the animosity between dance artists and
dance educators apparent at the above Dance Umbrella Conference.
Although the gulf between the two professions only marginally
improved the emphasis placed on the nature of collaboration and
the need for educational alms to be prtortttsed enabled delegates to
rethink their position. Another. organised by the DES in North
Wales in September 1982. also touched on dance artists in
education as part of its main thrust on "Dance in Secondary
Education" (Brigtnshaw. 1983).
The new stance that dance educators started to take in the early
1980s to the promotion of work did not occur in isolation. It was an
integral part of concurrent shifts in higher education (see 1.5).
However. a gap continued to exist between teachers and artists in ,
,'tI the.. t.4f'I'1 "80; wll,'"",
the later half of the 1980s. Unlike the major conferences locused
\ -- varied referenceon dance artists in education
)
was made to the area in only a limited number of conferences from
the mid-1980s.
The symposium organised by the Royal Opera House in 1987
concentrated on the relationship between schools. opera and ballet
companies through making specific reference to the dilemmas
faced by education officers. In particular. discussion focused on the
recurring question of Involvement, quality of product or quantity of
pupil participation. In conclusion. the conference identified that
true collaboration could not take place until educators extended
their perceptions about what dance artists offered, and anticipated
that the 1987 Gulbenkian Foundation new grant aid category for
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projects could help schools to develop links with outside agencies.
including major performing companies.
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The ance and the Child nternattonal (daCt) Conference hosted at
Roehampton Institute In July 1988 made two specific contributions
to the debate. Presentation of research findings enabled the author
to monitor the response of a range of educators and an ACGB dance
officer. More importantly. funding acquired from the ACGB enabled
daCi to mount a separate course which provided the opportunity for
dance artists and two dance tutors to explore together current
policy and practice34. Although in terms of numbers the response
from the artistic world was disappointing those present identified
several areas of concern. In particular. the lack of support systems
for education work exacerbated the problems encountered by the
new generation of dance artists.
Although the work of dance artists was not central to the ACGB
report on Youni People Dancini (Rae. 1990). its findings revealed
the impact of professional companies working within the field of
youth dance. Five. issues were raised:
1) companies wanted an education liaison network as their work
was hampered when they had to formulate their own pohctes
in specific regions;
2) companies preferred to establish an ongoing relationship with
specific groups of people rather than constantly having to
undertake pioneering work;
3) most work continued to take place with contemporary
companies in spite of a shift in attitude in recent years from
the large classical companies;
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4) young dancers within small and middle scale touring
companies were placed frequently under considerable
pressure;
5) individual dancers and companies identified a need for
specific training in areas in which they lacked expertise.
The conference ''Towards the Future - Dance Education in the
1990s", at Bedford College of Higher Education in July/August
1990, brought dance artists and dance educators together at a
crucial time for dance education. Anticipation that the National
CUrriculum would result in changes to dance education led to a
growing interest from the professional dance world. The presence
of a number of company education officers indicated an interest in
the policy and practice of current, albeit changing, dance
education. While the programme included dance artists teaching
workshops and a seminar on dance artists in education practice,
education officers expressed disquiet that these did not adequately
cover the range, provision and the support currently offered. In
particular, they considered that the potential of working with a
company was not sufftctently appreciated and understood (Le
Grand, 1990a). However,while dance educators were positive about
encouraging its future growth, John Auty (Dance Advtser in
Lewisham) voiced concern about such issues as planning, the
activities offered. content and teaching. But a decade on from the
initial ACGBpilot projects education officerswere unable. to accept
that the principles on which project work was based .~e.d. {o.
the problems which emerged.
Since this conference, several moves have taken place to increase
an awareness in dance teachers of the assistance offered by
company education departments. The NOTA's Annual General
(A C. (1)
Meeting in 1990 opened up discussion on the ways in which links
1\
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might be strengthened: articles were published about the work of
companies in NOTA's termly Bulletin: and a representative from
NOTA attended meetings of the education officers. However, as
education departments of professional companies were relatively
new there was still no formal training for those who pursued this
career route (Le Grand, I990c). Individuals have varied training and
work experience, generally either in education and/or
performance. Yet education officers have advised and designed
much of what has taken place in dance artists in education
programmes. Hence, this topic is returned to for further discussion
in 9.3 and 12.4.
Two further conferences staged by NOTAin November 1990 and
December 1992 focused on the relationship between professional
dance artists and education, working together, and the nature of
collaboration. Although these conferences enabled both parties to
meet in practical and theoretical discussion no new ground was
broken as the underpinning principles and rationale for dance
tlJ ~rol.4l\ cl .
artists in education i-lert'! largely ignored. f,e"" /I was also reflected in
the NATFHEDance section conference, Towards a National Dance
Culture, Dance Education and Training in the 2000s, December
1992.
One other conference has been worth noting. In August 1991 the
author tested interim findings of this thesis at the daCi
international conference, held in Salt Lake City. At a seminar on
dance artists in education, delegates from different countries
supported the issues raised about principles. structures. activities
and tra1n1ng.
2.8 Other Education initiatives. 60
In contrast to the early dance artists in education projects dance
educators started to take a much more pro-active role towards the
end of the 1980s. Such initiatives resulted in dance being
considered within the wider sphere of arts and multicultural
education.
The contribution of individual dance artists and companies to the
development of dance in the curriculum recurred as a theme under
the guidance of the NFAE.In general, an attempt was made under
this umbrella heading to promote inservice training for teachers
and to promote learning in the arts and across the whole
CUrriculum. In dance, projects with individual dance artists have
ranged from a one week inter-schools programme focused on
thematic work (Lewis, 1989) to liaison between a dance animateur
and an LEAin an enterprise spanning a group of primary and
secondary schools (Humphreys, 1989). Other projects have
embraced wider issues such as dance and gender (Brook, 1989;
Allen and Creighton, 1989) or multi-cultural education (Sarker,
1989)35.
Quite different approaches have been taken by two other
companies. Ludus continued to follow the principles on which its
work was based when it used performance as the central point for
all residency work with pupils with moderate learning difficulties
(Usborne, 1989). Participation in a variety of practical activities
introduced dance to ten/eleven year olds and stimulated learning
across the CUrriculum.
Alternatively. SWRB participated in an education and community
programme in Scarborough which included a range of acttvtttes
such as open-days; residencies in primary. secondary and special
needs schools; and workshops for teachers and ballet students
(Walker and Hill. 1989). Significantly. practical work was adapted
so that projects in specific education contexts had a particular
focus. These ranged from an emphasis on the theme of a ballet at a
special school. to a focus on movement based material with a group
of children with profound and multiple learning difficulties.
Another NFAE project included a Dance and Music collaboration
with Southern Arts and five local education authorities. This
involved dancers from the Indian and ballet traditions and
musicians working in upper primary and middle schools over a
period of six weeks. Dance artists and musicians explored the
classical and South Asian traditions and looked at gender roles
within those styles (Maree. 1990a). The collaboration and
preparation for this project between advisers. teachers. dancers
and musicians was particularly crucial.
A second project. designed primarily as an Inservtce course rather
than as a classroom init1atlve36• provided Dorset teachers with the
opportunity to acquire new ideas and techniques across a wide
range of styles such as Indian. Afro-Caribbean, J,:allet, contemporary
dance and contact improvisation (Maree. 1990b). In addition to
professional artists working with pupils. teachers were given
Information about how to use dance artists in the formal education
context. Two features which occurred at the conclusion of the
project were significant. An information handbook was prepared
based on suggestions made and questions raised; and an evaluation
61
of the course built in as part of the project design was undertaken
for the NFAEby the AdvisoryTeacher for Dance.
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Another important development which combined further the work
of professional artists and education became manifest in the Arts
Education for a Multicultural Society (AEMS)scheme. Set up in
('-Ai)
1987 by the ACGB,the CGFand the Commission for Racial Equality,
"
this aimed to find a way to develop arts education so as to put
multicultural/ anti-racist policies into practice; and to reflect the
diversity of the world in which we live (Brandt. 1987). The
underlying premise of much of the work was that the best way of
demonstrating different arts and ways of looking at them. was for
arts practitioners to work with teachers and pupils. This became
exemplified through the establishment of partnerships between
LEAs and RAJ1's,the co-ordination and funding of projects. and the
designation of a number of institutions as AEMS schools (Young.
1989).
Overall the AEMS project strengthened the support advocated to
Black and Asian Dance and the development of education and
outreach work in the GIOll'of the Garden (ACGB.1985a). From the
start the stress placed on the importance of preparatory work was
manifest in the provision of both initial training courses for artists
and Inservtce for teachers. The organisation of joint planning
meetings aimed to integrate work approaches with new CUrriculum
development. Projects varied in length from one-off performances
and workshops to one day per week over a ten week period. While
these initially took place in schools the AEMSscheme mirrored the
ACGS Dance and Mime ArUsts projects when it extended into
higher education (see 2.3). However. in this case a parallel initiative
resulted in a new directory of artists fromAfrican. Caribbean. Asian.
Oriental and Latin American traditions working in education.
"Artists in Education" (AEMS.1989).
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Research into the work of professional artists in schools. and
particularly the work of dance artists. was initiated by the ACGB
(see 2.3). Since then the NFERhas explored the concept and role
of professional artists in schools to identify their potential
contributions (Sharp and Dust. 1988). Investigations focused on a
number of arttste-m -schools schemes. and the education work of a
number of companies. Selected projects were followed through
from Inception to evaluation and consideration given to their
placement and the backgrounds of those involved.A particular focus
was placed on the interaction between teachers. artists and pupils.
and the roles they assumed when working together (Sharp and
Dust. 1988).
To help artists and teachers combine the strengths of their two
professions. findings were published in Artists in Schools (Sharp
and Dust. 1990). This publication aimed to give practical guidance
for teachers and artists. and to help artists and educators clarify
aims so that they might co-operate more effectively. Overall. the
over-riding intention was for those involved to be able to build an
educational experience which was of artistic. educational and social
value for young people.
In contrast. Residencies in Education: settin~ them up and makln~
them work (Dahl. 1990) explored the setting up and running of six
successful artists-in-education projects in the Yorkshire Arts
region. Whereas Artists in Schools (Sharp and Dust. 1990) placed
Ofl,
an equal focus and sought to advise both artists and educators.
~ I
Residencies in Education (Dahl, 1990) was aimed more directly at
the artist in education. While there was a specific emphasis on self-
help many of the practical considerations for organising a
placement echo, to some extent, aspects covered in Dance Pack.
Companies and How to Use Them. Dance Companies. What They
Offer (ACGB,1988). In spite of the pc.c,}<-'s focus on visual artists
many of the aspects covered are equally applicable to those from
other disciplines. However, Worsdale (1990) argued that this
publicatlon gave little sense of the contribution that placements had
made to the learning of young people.
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2.9 Summary.
This chapter shows how the early practice of major companies
influenced a diverse range of small scale initiatives by the early
1980s. Thesu.providedthe foundation for the more formalised dance
artists in education scheme developed by the ACGB with modem
dance companies which then widened to Include a contribution
from ballet. South Asian Dance and African People's Dance artists.
Signtftcantly, as the role and support of the ACGB made much of
this work possible the artistic world. including linking personnel,
dominated the dance artists in education movement. Hence, early
response from educators hints at the differences between the
professional dance world and that of education. However, from the
mid -1980s both parties showed a growing Willingness to
collaborate which moved dance artists in education practice
forward. In particular, a more pro-active stance by the education
world led to the Inclusion of dance into NDAEand AEMSinitiatives.
This Is echoed in more recent conferences and publications aimed
at both the dance artist and the educator.
Finally, while much headway has been made since the mid-1960s
Brinson's (Davies, 1990) plea for companies to improve contact
with dance education suggests that there is much in the dance
artists In education movement which requires reappraisal. These
concerns, and those which emanate from the education world, are
examined In Chapter 7.
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Notes.
1 In Britain the term "modem dance" has been sometimes
employed to describe styles established before modem dance
began to develop separately in the USA and Europe. In this
sense "modern dance" often described the later European
styles particularly associated with artists like Jooss. Leader and
Wigman. "Contemporary dance" described Graham. Humphrey
and later American styles. In this interpretation there was no
significant contemporary dance in Britain before 1965-1966
(Gulbenkian Foundation. 1980).
2 The Moveable Teaching Unit of EDDT. which was started as a
pilot scheme in 1970 and formalised with a Gulbenkian grant in
1974. took demonstration classes with pupils and inservtce
courses for teachers. Apart from this there had been little work
involving substantial audience participation.
East Anglian Dance Theatre was an example of an early group
that presented a programme which appealed to the younger
audience (ACGB.1981a; Brtgtnshaw, 1983).
New dance was a generic term for a variety of movement forms
and choreographic principles particular to individual artists.
There has been an ongoing experimental New Dance movement
In this country for nearly fifteen years as a breakaway from
Contemporary Dance conventions. While styles have derived
from techniques such as Ballet. Cunningham. or Umon others
have their origins In other forms like Tat Chi. the Alexander
Technique and Release work (Nash. 1988).
3
4
5 Dance artists in residence first became a reality at Trinity and
All Saints College. Leeds (Williams. 1978). This was a private
venture initiated by Jean Williams (a college lecturer) with
Janet Smith (a Dartmgton College trained choreographer and
dancer who was also a qualified teacher). Arranged on an
exchange of "needs", t.e. a space for expertise basi s, Williams
provided Smtth with a base for her work over a three year
period in return for a contribution to college based dance
courses. Significantly, this residency was initiated by a dance
educator and a dance artist for their mutual benefit with
initially no involvement of any outside mediatory or funding
body and was also one of the biggest residencies that has taken
place in this country (Briginshaw. 1983).
6 Irene Dilks. a principal dancer from LCDT,previously trained as
a teacher at I. M. Marsh College of PE, Liverpool. She matnly
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taught contemporary technique in colleges and schools in the
North of England and made two major contributions to the
ACaB dance artists in education protects during the early 1980s
(Brtgmshaw, 1983).
7 For example, one with Strider at Dartmgton Hall College in the
early 1970s preceded Scottish Ballet's Moveable Workshop at
Aberdeen College of Education in 1974 (Brigtnshaw, 1983).
8 In the AIS scheme the six week residency began with two
weeks of introductory work introduced by a movement
specialist. This prepared students for the company residency
that followed and a final two weeks was led by a movement
spectallst.
9 According to Robin Howard. Director General of LCDTthe aims
of the Yorkshire residency were two-fold: first, to show how a
professional company worked in classes, rehearsals and
performances; and secondly, to do some teaching, to learn how
schools and colleges taught dance, and to find out what role
dance played in the larger community (Gow, 1976).
10 For example, Dunfermline College of Education hosted the first
residency With Ballet Rambert in 1978; smaller companies such
as Cycles and Emma (which then became Midlands Dance
Company) worked in schools and colleges: CSHM (Brighton
Polytechnic) hosted three residencies with Mantis Dance
Company, two with Phoenix, one with London Contemporary
Dance Experience and another with Contemporary Dance
Experience between 1980-1984 (see Chapter 3).
11 The policy of Joint funding initiated by the ACGBextended and
became a common feature of dance artists In education projects
supported by RAAs.
12 Dance and Mime Artist in Education (ACaB, 1987). While
Hockey dated the Author's preface and Acknowledgements as
December 1986, Jane Nicholas, as Dance and Mime Director,
dated the Foreword as June 1987.
13 In addition, a second residency also took place with LCDTand
Hampshire even though the LEA received no further funding
from the ACGB(Woolley,1981).
14 Irene Dilks, Timothy Lamford and Spiral collaborated
at the residency held at Manchester Dance Centre (Hockey,
1987).
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15 No individual dance artists or companies who participated in
this project were named in the Hockey (1987) report .
16 Lamford worked with Spiral in Manchester (1980/81). in
Walsall (1982). and In Knowsley (1984). Bergese worked With
Mantis in Thame (1982).
17 Valerie Brtgtnshaw. Jack Brook and Patricia Sanderson
monitored the 1980 pilot projects for the ACGBand published a
report of their findings: Dance Artists In Education. Report of
the Pilot Protects (ACGB. 1980). Anne Cole also monitored the
Havant project.
18 Nash took part In two residencies at CSHM With Mantis: he
performed with the company and in 1981 and in 1982 he also
took : an an1mateur role.
19 The Artist in Education. A New Dance Approach was published
in Collected Conference Papers in Dance Volume 4 (Ed. Curl.
G.) 1989 NATFHE.This article was first presented as a paper to
the NATFHE Dance Section conference, "The Professional
Dancer in Education - a Reappraisal" at Wakefield District
College. October lOth 1987. It was then revised and rewritten
in February 1988 prior to publication In 1989.
20 In Oxford the inclusion of a choreographic project for dancers.
and young people, workshops and open rehearsals led to the
formation of a youth and an adult dance group. platform
opportunities for young dancers to show their own
choreography. and a Performance Arts course based at the
college (Nash. 1988).
21 This featured performances by dancers. dance artists
choreographing work with participants. performance by pupils
and in-service training for teachers (ACGB.1986b).
22 For example. one was co-ordinated in local Birmingham schools
over a two year period (1985-1987): another dancer In
residence project in West Midland schools signalled the
secondment of a principal dancer. Nicki Katrak. from the SWRB
to work alongside Indian and Afro-Caribbean dancers on a ten
week multi-cultural project (Katrak, 1987).
23 This took place in a Performing Arts Department at Bamsley
College of Art and Design.
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24 The overall project was focused on five Birmingham and
Sandwell primary schools and one special school (Henderson
and Bradte, 1990).
25 This was jointly funded by Letcestershtre City Council and
Leicestershire County Council.
26 The services of two Asian animateurs to educational institutions
and community organisations resulted in showcase
performances of Indian dance arranged in local theatres.
community centres and schools. These included specially-
created productions of Indian Dance Drama which involved
school chUdren and young dancers.
27 Undergraduates were given an intensive introduction into the
rudiments of Indian dance forms in the hope that it would give
them a basic vocabulary which they could then use in future
work in schools. In addition. weekly dance performances of
Indian dance brought the art form to a wider audience.
28 Since then a succession of dance officers including Peter Kyle.
Ruth Glick. Sue Hoyle. and currently Jeanette Siddall have
developed and guided this area of work.
29 Despite this recommendation it was not until 1981 that the
first Black dance company. Phoenix. was formed which
included In Its brief, touring to schools. Interestingly. this
paralleled the work of Mantis. Although both companies were
formed initially to undertake education work in schools their
emphasis shifted towards performance as they moved into
middle seale touring.
30 By 1984 the following companies had also appointed Education
Officers and offered programmes for educational work: Mantis.
Janet Smith and Dancers. EDT. Moving Picture Mime Show and
Northern ballet.
31 While these two dance artists came from different backgrounds
they had also trained as teachers within the maintained sector
(Early. 1979a: Clatd, 1979).
32 Participating companies included EDDT. Emma. Ludus and the
newly organised Ballet for All.
33 These were organised by the ACGB (January. 1981): the Laban
Art of Movement Guild (LAMG)(March. 1981): the Association
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of Dance and Mime Artists (July. 1981): and the University of
Leeds (September. 1981)
34 The two lecturers. Anne Cole and Mary Wilkinson. had both
organised work with dance artists over a number of years. See
Chapter 3 for the work undertaken by Cole at Brighton
Polytechnic (CSHM). Wilkinson had been responsible for the
organisation of the Roehampton Dance Week which grew out of
the Spink residency.
35 The latter involved a South Asian dance artist and a visual artist
collaborating in a combined arts project which covered work
with infant. junior and secondary school pupils including some
disabled young people.
36 Six days were spread over a period of six months.
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Chapter 3.
The Case Study Partners:
Chelsea School of HumaDMovement,
Brighton Polytechnic, and Extemporary Dance Theatre.
3.1 Introduction.
In Chapter 1 the changing nature of dance in higher education and its
current focus on dance as an art form is identified and reference made
to the training of dance teachers within a variety of contexts. Chapter
2 considers the history of the dance artists in education movement
with particular reference to the relationship between dance in
education and dance in the theatre. This chapter provides the
background for the residency.
Discussion of CSHMexamines two separate but inter-related aspects.
First. the dance programmes followedby participants in the residency.
who trained to teach dance within the PE context. are overviewed.
These were the first cohorts to complete an all-graduate progranune of
study. Second. encounters with dance artists at CSHMbetween 1979-
1985 are discussed as these laid the foundation for the ACGB Dance
Artists in Education residency with EDT.'These two foci provide an
understanding of the dance knowledge base of the students who
worked with EDT.
Discussion of EDT's dance artists in education' practice establishes
that the company .Irenamed EDT in 1984/85), played a central role in
the early initiatives of the ACGB and in later developments. An
overview of the changing nature of the company's artistic policy
provides the framework for the initiation. development. consolidation,
expansion and decline of the company's education work. Finally, the
company's approach to education work and its focus on the use of
repertoire as the focal point for projects is discussed. This sets the
scene for the residency as the education policy of EDT, significantly
coloured the negotiations and planning that took place, the practical
work that occurred, and the approach of the company and individual
dance artists.
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3.2 Chelsea School of Human Movement.
Webb's (1977) documentation of The Histon' of Chelsea Collew: of
Physical Education with special reference to curriculum development
1898-1973 traced its growth through the foundation era (1898-1929),
the transition period (1929-1958) and the expansion stage (1958-
1973). The thesis placed its growth within the location of Chelsea
(London),Borth (Wales)and Eastbourne (East Sussex). It also charted
the college's Institutional location as part of the South Western
Polytechnic, then a LocalEducation Authority maintained college, and
its place as the School of Human Movement within East Sussex
ir\ 'flt
College of Higher Education. Since then CCPE, renamed CSHM, has
A
further grown and expanded as part of Brighton Polytechnic. fJ s _G ,
sc.hooJit functioned in the Faculty of Social and Cultural Studies from
1979 and then as a department within the Health Faculty. In 1991,
when it joined with Education to make a new Faculty of Education,
Sport and Leisure, it became known as the Chelsea School of Physical
Education, Sports Science, Dance and Leisure (CSPESSDL). Since
1992 its institution base has been renamed the University of
Brighton.
CSHM in its many guises has made a distinguished contribution to
education through the professional development of specialist women
(and then men) PE teachers. Throughout its history the awards
offered have changed in line with current developments in education.
Courses have broadened to include the PGCE in PE. a Sports Science
degree. higher degrees, and more recently a PGCE course in Dance.
However, only those courses leading to an initial teaching qualiftcatlon
are of interest to this study.
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While it is beyond the realms of this thesis to trace the development of
dance at CSHM, it is important to note that the forms of dance
studied reflected the changing focus of dance education outlined in
Chapter 1. However. while the range of theoretical and practical
courses offered mirrored the shift from MED to dance as art, CSHM
continued to embrace a Laban approach (CSHM, 1979). Overall.
courses ranged from those followedby all students to others selected
for further in-depth study. For a period of time an advanced course
was run for Chelsea students in conjunction with the LAMS
(September, 1964) (see 1.24), and a one and two year course was also
offered for students from both the Guildford School of Acting and
+'~e.
Drama Dance Education (Webb, 1977) and London College of Dance
1\
and Drama.
In order to identify the dance background of residency participants
the following discussion focuses on aspects of dance study that had
relevance for the case study. Between 1979-1985 all students followed
a general dance course in both the Certificate of Education and B.Ed.
PE degree which laid the foundation for further in-depth studyf:SHM,
1979, 1980). The main distinction between the different levels lay in
the emphasis placed on Laban derived principles and the
responsibility individual students took for choreographic work.
However, contact hours in a new B. Ed. (Hons.) Degree for SpeCialist
Teachers ofPE and Dance, 1980-1985 (CSHM, 1980), were reduced to
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meet CNNArequirements and because of national patterns in higher
1\
education (see 1.4). Subsequently. programmes of study. including
dance. had less time than ever before", and dance was no longer
pursued to the same depth as in previous courses. However. dance
courses showed a reorientation from Laban based work to dance as
an art form. This became the focus for all students. and particularly
for those who followed the option and specialist dance programmes.
These courses were significant for this study as they provided the
foundation of dance knowledge for all students who participated in
the EDT residency (see Chapter 4). Some studied dance further
because of their interest in teaching. Others followed a specialist
dance route to increase their own knowledge of choreography.
performance and appreciation.
At the start of the residency students in the first year cohort had been
at CSHM for little more than a term and were only just beginning to
develop a minimal skill and sensitivity in dance-like movement. They
had been introduced to dance as one of a range of practical activities
and to the various disciplines which informed the study of PE. In
particular. the dance course focused to a greater or lesser degree on
three main components: technical study. composition and dance in
education. However. as these areas were designed to interlink over Cl
two year period the time allocated to technical studies and to dance
composition was divided according to the needs of particular groups.
In contrast second year students had acquired a basic vocabulary and
control of a range of more complicated movement patterns and
experienced basic choreographic processes and principles2 (CSHM.
1980). However. the approach to. and involvement of. first and second
year students in the residency must be viewed in the light of the very
limited dance experience they had prior to entry to CSHM and the
limited time devoted to dance (i.e. approximately 80 hours over the
two year pertod) as one of a range of practical and theoretical areas of
study.
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The dance knowledge and experience of third and fourth year
students varied enormously. While all fourth year students had
undertaken a professionally orientated course some had not been
involved in any dance activity at their own level during the academic
year 1984-1985. Others had reinforced and extended their knowledge
of dance through either a dance option or specialist dance course.
Three aspects of the third year Modem Dance option and Performance
route courses have spectftc relevance for this study. Students from
both courses had been introduced to a greater in-depth study of
contemporary technique as a "performance "discipline than most
students at CSHM.Hence. by the start of the residency these students
were competent and confident in performance through participation in
technical work which had become increasingly more complex in
design3. Disciplined performance in dance was supported through
participation In classes taken by professional exponents of such
4particular codtfted systems as Graham and Cunningham .
Students in the third year option course and Performance route had
also extended their understanding of choreographic principles and
processes in relation to abstract. lyrical and dramatic dance modes''.
Further study in year four enhanced powers of discrtmtnation in the
treatment of material, a more complex understanding of
choreographic devices, and the use of critical faculties in the appraisal
of dance as an art form. While choreography. technical study. and
dance analysis were interrelated ongoing elements of study. a
particular emphasis was placed. at times. on certain aspects. Visits to
performances of professional dance companies. the presence of dance
artists at CSHM (see 3.31 and 3.32) and the use of other resources
widened and enriched the students' understanding and appreciation
of dance as a theatre art form beyond the horizons of CSHM (CHSM.
1980).
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The practical and theoretical knowledge that students had acquired in
dance was paralleled with a focus on the professional implications of
rf ...cle,\·h
the teaching of dance in secondary education. First year:j. had been
introduced to the educational value of dance as an art form and to the
place of dance within the curriculum. Second year students had been
prepared for imminent teaching commitments. While stltc.le.Js in the
third and fourth years had taught dance to the lower secondary age
range those in the option and dance specialist courses had generally
also worked with older pupils. Hence. students from CSHMbrought to
the residency varied depths of knowledge of dance as an art form and
a wide range of teaching experience together with associated sk1lls.
A module of particular interest and relevance to this thesis was 'The
dancer in the community" (CSHM. 1980) component that some dance
specialists had completed in the third year. This course had
introduced students to the extent to which dance artists could
contribute to educational processes: to the potential relationships
between artist. educator and the learner: and to the role of dance in
the school curriculum and in the community. Examination of the role
of the artist enabled students to identify potential relationships and to
examine issues relevant to both the professional dancer and the
school child (CSHM, 1980).An appraisal of current national provision
for dance was complemented by professional viewpoints from the
managing director of EDT. a dance animateur from Gillingham and
the Dance and Drama Officer for South East Arts (SEA).
3.3 Dance artists in education residencies, 1980-19815:the
search for a meaningful relationship.
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A variety of dance artists visited Brighton Polytechnic from 1980 to
- 1985s to perform 101, and to work with. students in CSHM
and the Combined Arts Department'[. to teach on weekend dance
courses. and to take weekly technique classes. In addition. ongoing
contact with dance artists. attendance by dance tutors at conferences.
and monitoring of residency work contributed to a growth of
experience in this particular area. Exploration of project work within
the Polytechnic led to the author initiating a series of residencies with
support from CSHM. These provided students with first hand
experience of. and insights into. the pubUc world of theatre art and
alerted students to possibtlittes that might arise in their future
teaching careers.
This section outltnes the most important elements of the seven
residencies that took place at Brighton Polytechnic as they were all. to
some degree. important in building a bridge between dance artists
and dance educators. For the purpose of this study. these are
classified into two groups dependent upon the length and depth of
contact with individual companies:
a) projects which evolvedover a period of three years:
b) shorter residency experiences.
In addition. the protracted residency negotiations between CSHMand
the company initially proposed for the ACGBproject are referred to.
These preceded the planning stages of the residency discussed in
Chapter 4.
3.31 The evolving relationship with Mantis Dance Company.
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Three residencies took place with Mantis Dance Company between
1980-1982:
4th-9th November 1980;
16th-19th November 1981;
29th November-11th December 1982.
Mantis. with Micha Bergese as Artistic Director. was selected for the
first venture into residency work by Brighton Polytechnic for three
reasons. First. the co-ordinator had established contact with Bergese
at national conferences. during the ACGBpilot scheme 7, and at dance
courses organised by CSHM. Second. Bergese's involvement in two of
the initial ACGBDance Artists in Education projects in 1980 (see 2.3)
had sensitised him to the emerging issues. Third. Bergese's interest in
education was partially responsible for Mantis. an all-male company,
receiving an ACGB grant when the company formed in 19818 to
promote dance in schools and art centres. Initially its main aims were
to present a wide range of dance activities for teenagers in schools: to
stimulate and encourage boys as well as girls to respond to the art of
dance; and to take dance to a wider audience (Harbord. 1980). The
company hoped that the presence of an all-male company in a school
as teachers would increase the acceptability of the male dancer, and
do much to overcome the reticence of boys to dance (Harbord, 1980).
To enable dance artists to reach as many young people as possible the
company offered a range of classes. creative workshops,
choreographic sessions and lecture demonstrations as well as special
workshops for teachers. At the end of the first year a change from an
all-male company was paralleled with a gradual shift from a focus
from education to a performance orientation. This increased and by
the time the company ceased to function it offered very little education
work (Cole. 1982a. 1983a).
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The three Mantis projects were important precursors for the residency
with EDT. Organised on a largely self-funding baSis they were
largely financed through "selling" dance activities to other
Polytechnic departments. local schools and the wider community.
This affected the time that dance artists spent in the Polytechnic.
Overall. a radical change occurred from the first to the third residency
partially because of funding received from SEA. In the second. a
growing focus on work with students led to a widening of practical
activities within CSHM to include lecture demonstrations. master
classes and intensive choreographic work for selected students. A
parallel decline in schools from one-off technique and workshop
sessions was complemented with an emphasis on lecture
demonstrations.
Prior to the third residency Cole (1982a. 1982b. 1983a) identlfted how
lecture demonstrations could become the focal point for the new
residency programme and the vehicle through which young people
might be led into workshop activities. The positive response from
educators. their belief that lecture demonstrations could introduce
young people to dance as art. and thus to the realms of artistry.
reaffirmed Hamby's (1980) and Brtgtnshaw's (1981) position. Hence.
one-off sessions ceased to dominate work with young people. a greater
focus was placed on the appreciation of repertoire. and lecture
demonstrations replaced practical activities9• Within CSHM this was
complemented with a move to place a focus on intensive work with
selected groups of students (Cole. 1982a). This resulted in young
people having either a deeper and more sustained relationship with
dance artists or a minimal and almost tokentstic experience.
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The evolving nature of the residences with Mantis was due to the
growing relationship established between Bergese, the company
admtntstratorlO and the CSHM representative. The monitoring and
evaluation of dance activities was important to the ongoing
development ofwork as the majority of artists and educators involved
had not. prior to the first Mantis residency. previously worked with
dance artists. Written and verbal feedback from Bergese, Polytechnic
staff and local teachers ident1fted that each residency had been a
stimulating venture which reinforced and strengthened the work in
dance already taking place within the Polytechnic. local schools and
the community (Cole. 1982a. 1983a). However, in spite of the
excitement and interest generated. concerns emerged such as
technique. content, preparation and organisation. As these were built
on m the second and third projectsthe company's repertoire became
the central focus (Cole. 1982a). Practical workshops were also
organised for teachers to enable a close relationship to be fostered
with schools and the company. This allowed educators to work with
dance artists. to gain some insight into the company's repertoire. and
to discuss the possible focus of dance activities for specific
educational contexts. Thus selected dances became the focal point of
lecture demonstrations, short sections of particular dances
exemplified certain characteristics, creative workshops focused on
ideas behind viewed dances and. whenever possible. teaching arose
out of. and fed directly back tnto, the theatrical presentation.
Nine issues arose from the three Mantis residencies which have a
bearing on this thesis. These are the importance of:
1) planning as an ongoing process between the artistic director, the
administrator and the residency co-ordinator;
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2) dance artists accepting the premise, during the planning stages
of a project, tha~ groups of students have different needs and
then matching thee in practice:
3) artistic and educational concerns having equal priority instead of
artistic commitments, at times, being given preference:
4) exploring the most valuable way of using dance artists in schools
so that they no longer only took on the role of surrogate teacher:
5) examining how lecture demonstratlons, rehearsals and open
choreographic sessions could be used to help young people gain
in-depth insight into, and thus a greater understanding of,
dances selected from the company repertoire:
6) allowing curriculum groups to engage in an intensive experience
and to present dance work in a "perfonnance situation":
7) a positive role model for boys:
8) preparatory visits to schools by the company:
9) the commitment of a company to the success of a project.
3.32 Shorter term residencies with PhoeDIz Dance Company, Dance
Ezperlence for Chlldren, London Contemporary Dance
Ezperlence.
Other residencies at Brighton Polytechnic during this period were also
organised on a largely self-funding :J;) a s is with some financial help
from SEA.As before these involved students from different Polytechnic
faculties, pupils in schools and teachers. While lessons learnt from
the ongoing involvement with Mantis were built on. the design and
interpretation of projects led to comparable concerns.
82
Brighton Polytechnic. CSHM.hosted two residencies With Phoenix:
17-19th + 23rd October 1983:
II-17th October 1984.
A particular strength of both projects was the immediacy. vitality. and
appeal that the performance had for adolescents and students (Cole.
1983e. 19831). Overall the presence of the company at CSHM gave a
boost to dance and encouraged the Involvement of young men (and
boys in schools). This was partially achieved through either a lecture
demonstration or performance preceding technique classes and
workshops.
A residency took place with London Contemporary Dance Experience
(LCDE)on 25th-26th January. 1983. Whtle this company came under
the artistic supervision of Robert Cohan (Artistic Director of LCDTand
Contemporary Dance Trust) and the management of Richard
Mansfield (Education and Community Services Officer. LCDT). it was
directed on tour by MaggieWhite. A late funding decision by SEA led
11to limited planning between the company and CSHM . and to the
majority of work taking place at CSHM. Secondary schoollnvolvement
was limited to attendance at a "specially designed" performance. and
local primary schools were invited to a special lecture
demonstration/performance.
Despite the apparent success of the residencies with Phoenix Dance
Company and LCDE issues again arose which paralleled other
residency experiences. These fell under three broad headings:
organisation. content and the education environment (Cole. 1983e.
19831).Briefly:
1. late funding decisions from SEA resulted in superficial
negotiations between the company, CSHM and interested
parties:
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2. concerns arose when the practical activities, lecture
demonstrations and Ior performances presented were different
from those negotiated:
3. some sessions .had to be adapted because dance artists were
not punctual:
4. technique emerged as an issue as dance artists did not adapt
material to the age and experience of participants:
5. questions were raised about the relationship of workshop
sessions to performances and lecture demonstrations:
6. dance artists encountered particular problems when trying to
articulate clearly requirements to trainee teachers in a higher
education context:
7. dance artists incorrectly claimed that they could give students a
resource for teaching practice:
8. pressures were faced by dance artists in the teaching situation
despite the claims that some were experienced teachers:
9. the claim that each company offered two different programmes
was misleading.
3.33 Proposed Dance Artists IDBclUcatlOD project with Ballet Rambert.
Brighton Polytechnic's experience of planning and hosting two
residencies with Mantis, with a third planned for November 1982. led
the ACGB to approach CSHM about possible involvement in the
"Dance Artists in Education" scheme. ThIs proposal was aired at an
exploratory meeting in June 1982 at CSHMbetween Peter Kyle (Dance
,'0."
Officer. ACGB). Gill/)Burke (Head of CSHM) and Anne Cole (CSHM).
Kyle's proposition that "the time was now propitious for the ACGB
projects to move into the field of higher education" (Cole, 1982c, p 1)
encouraged CSHM to consider the venture 12.
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At a series of protracted meetings over an eleven month period
between Kyle (ACGB), Mann (Ballet Rambert) and Cole it became
apparent that the particular priorities of these groups could not
coexist (Cole. 1983b. 1983c). For example. the dance artists were
unwilling to proceed educationally. However. once another company
was identtfted by the ACGBas a potential project partner negotiations
were resumed with the Polytechnic. Hence. the project with EDT
IJ~"(.,~ ,'J
discussed in Chapter 4.
3.4 The artistic poUcy of Extemporary Dance
Company/Extemporary Dance Theatre, 1975-1990.
Throughout the early years of EDC the company toured extensively to
small towns and larger cities, which rarely saw dance performance~
under the artistic directorship of GeoffPowell (1975-September. 1977)
and Ingegard Lonnroth (September. 1977-March. 1978)13 (Stoll.
1978a). Expansion under Paul Taras14 (1978-1981) (Stoll, 1980) led
to the company achieving national prominence. The blend of ballet
and a form of contemporary dance influenced by a Graham-derived
technique was complemented by the repertoire being widened as
company members and outside choreographers worked with the
group. A move into "seasonal work"15enabled concentrated touring to
take place. more time to be spent on the creation of new works. and a
focus on long term planning (EDC. 1981a). Overall. this resulted in
EDC moving successfully from small to middle scale touring (EDC.
1981g; Rubrtdge, 1984).
The innovatory image,brought to the company on the appointment of
Emilyn Clatd In the summer of 1981, became crystalised in the
creation and presentation of a new kind of dance theatre. The change
of artistic polley obvious in the repertoire of the 1982-83 season was
manifest in a new emphasis on elements of theatre in order to widen
both the scope of dance and its audience.
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This change of direction brought together inspiration from the area of
new dance and the professionalism of a major touring company16.
The new ideas taken into the programme on an annual basis reflected
current trends in the dance art world (EDC, 1982b)17. These were
used to create a different and exciting form of dance theatre and to
establish EDC's unique identity in the modem dance fteld:
Throughout, Clatd's aim was to take performances of the highest
possible standard all over the country. to make dance more accessible
and enjoyable for audiences. to dispel the belief that dance had to be
understood to be enjoyed. to show that dance could entertain and
stimulate both audiences and participants and to provide alternative
ways of looking at attitudes and ideas that governed people's lives.
This was achieved by Clatd commissioning programmes of contrasting
work from NewDance choreographers and designers who reflected her
belief that "art must in some ways be ahead of its time and
questionmg Its environment" (EDC. 1982c)18.The emphasis placed on
the accessibility of the movement and the music further helped to
achieve this aim.
The move away from dance as an abstract art form to one with
theatrical overtones. was mirrored in the new company name:
Extemporary Dance Theatre (EDT). This was manifest in the
company's repertoire. and in the easier and more relaxed movement
style evident in the performance of the two new dancers appointed to
the company19. This new approach was exemplified throughout the
residency. A further radical change in EDT's artistic policy came in
1985 through the move to a more project based approach. The
abandonment of the repertory structure in favour of working on
different projects which reflected individual styles was complemented
with an emphasis on making two entirely new productions a year
(EDC. 1982c). This policy enabled EDT to explore a mixture of styles
over a period of time rather than in the space of one evening. Longer
dance theatre pieces were toured for about three months prior to
being dropped as a new project began. This new way of working
enabled dancers to get to know the choreographer. to explore ideas in
depth and to acquire a more thorough understanding of each dance
piece. As every project was totally different from the last a programme
consisted of one or two pieces in a complementary style. This allowed
for a mixture of experiment and accessibility. enabled the company's
programme to cover an enormous and. therefore. unpredictable range
of work. and allowed dancers and musicians to be chosen according
to the choreographer's work (EDT. 1982c) 20. This trend continued
until 1989 when the company reverted to repertory based work.
3.41 The educadoD poBcy of the company. 1979-1981.
Although performance was always the central thrust of the company's
work a shift occurred from an almost superficial concern with
education work to one in which it was fully Integrated Into company
policy. This grew from the early ventures under the artistic direction
of Powell and Lonnroth to a more regularised approach after the
appointment of Paul Taras. This was then turned into a more
formalised education policy under the direction of Emilyn Claid.
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The early educational forays into schools in areas adjacent to the
company's touring schedule between 1975-1978 were built on by
Taras (EDC. 1978. 1979a)21.Under his directorship the seeds of five
main types of education work developed in schools in areas in which
the company toured. First. from October 1979 contemporary/modem
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dance classes with .. dance artists became increasingly popular
for pupils aged eleven upwards (EDC. 1979b. 1979c. 1979d).
Workshops were offered fromMarch 1981 when the term was adopted
to describe a mixture of technique and creative dance work22 (Oxford
Playhouse. 1981).
Second, Taras became involved in the creation of two specific dance
programmes for pupils23 (EDC. 1978). One arose as a direct result of
EDC and the ACGBresponding to a request from Mclaren. Inspector
of PE and Dance for ILEA(Lewis. 1978)~Taras's growing Interest In
education work became consolidated when the ACGBconfirmed Its
suggestion that future funding might be available for educational
programmes (EDC. 1978: 1979a). Experimentation with matinee
formats sought to find new approaches and more suitable ways than
hitherto of presenting dance to school audiences. For example. a
programme called "Extemporizing" was specifically designed to give
children an insight into a dancer's daily work and the choreographic
process (EDC. 1979d: 1981b; 1981c)24. 1111swas then adapted into
the specially choreographed dance demonstration of the company's
technique offered to schools (EDC. 1981t)25.
Third. support from the ACGBenabled EDC to establish a teaching
unit in the 1979-1980 season. This augmented the company's
performance role and offered a more comprehensive and consistent
teaching service than before (Taras. 1979a). In general. the unit
worked in local schools in all touring areas in conjunction With the
company's performances26 (raras. 1979b).
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Fourth. the company mailed schools With information about its
history. its desire to promote original talent. and the opportunities it
gave to established choreographers to "extemporise" creatively (EDC.
1980a).
Fifth, Taras involved the company in a variety of activities at
Nontngton (EDC. 1979b). in a further project at Banbury School (EDC.
1979c). and in the Dance Artists in Education scheme in 1980
(Brtginshaw et al. 1980)27 (see 2.3). These revealed a significant
change in education work from a largely performance role to one
which involved the company in master classes. choreographic
workshops and performance (EDC, 1981b). Further pioneering work
also took place during the Banbury residency. The inclusion of two
new dances. one choreographed Withpupils by dancers and the other
choreographed by the school's dance teacher (Sue Orchard) With
company members28, paved the way for future developments. This
was the first time that young people or a teacher had worked in this
manner with a professional dance company (EDC, 1981b; 1981c;
1981d).
The bridge built gradually between dance in education and the
professional dance world2~ outlined in Chapter 2J facilitated the
dialogue between the ACGB. HMIand project-aided companies. This
e'l c.~o."'S e,
was of particular importance to the growth of EDC's education work
1'1
as it opened up discussion, explored possibilities for development and
identified common concerns (Nicholas, 1979; Macdonald. 1979). In
spite of the financial, artistic and management implications of
education activity an action group. was formed to support the
promotion of professional dance within the context of education. This
seems to have laid the foundations on which the ACGBdance artists
in education scheme was built (see 2.3).
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The initlal Invitation to Taras from the ACGBfor EDC to participate in
Clt\oI
the ACGB pilot projects was greeted with interest tempered with
1\
caution (ACGB, 1978). Taras foresaw that EDC could neither devote
six weeks to such a project without receiving "heavy"funding nor risk
the adverse affect that the time scale could have on the company
repertoire (faras, 1979b). Hence, two conditions set by Taras became
embedded into the ACGB Dance Artists in Education project in
Manchester, 11-16 February 1980 (EDC, 1979d) (see 2.3). An
additional dance artist was used as a teaching unit in advance of the
company: and a choreographer was commissioned to liaise with the
company for the followup work30 rI'aras, 1979b).
3.42 Radical change. to the education propamme.
A new look emerged under the direction of Clatd which radically
changed the company's education programme. From March 1982
schools were offered a mixture of technique and creative dance
classes: matinees introduced company class on stage with an
accompanying explanation of the effect that exercises had on a
dancer's body. Significantly for this study. the unique "question and
answer" sessions initiated on selected sections from the repertoire
opened up dialogue between artists and educators (EDC, 1981d).
These first steps by Clatd preceded a more formal and structured
education policy. For example, the company released a video which
sought to give insight into the life of a dance company on tour31. Use
of the video for preparatory and followup work in schools prior to a
theatre visit were paralleled with meetings between EDC
representatives and PE advisers (EDC. 1981b. 1982a. 1982d). These
generated local interest in classes. special workshops. and longer term
links.
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Such moves were primarily influenced by Claid's need to inform
teachers about the new focus on dance theatre for the 1982-83
season and its wide range of appeal. Anxiety that lack of time and
money prevented work on suitable education programmes was
compounded by failure to find someone with the talents required for
education work. As this was crucial to EDC's new education
programme Claid approached the ACGBwith the proposal to employ
MaggieWhtte32 as an education liaison officer for a six month period
(EDT. 1982d). This appointment was instrumental in EDC pioneering
its new approach in 1982 and its response to increasing requests for
classes (EDC. 1982d. 1982e. 1982f)33.
Clatd and White aimed to set up a system which would avoid
problems previously created in one off classes in schools. fe>r
preference. planned34 introductory and follow-up work related
workshops and classes to the repertoire performed in theatres (EDC.
1982b)35. Overall. the company's education programme aimed to
create a new relationship between young people and the repertoire
performed in matinees. It was anticlpated that this might enable
pupils to understand the conception of the work and the creative
process that went into a performance (EDC. 1982/83). Preparatory
work was set up by White making personal visits to county PE
advisers in touring areas. Notes issued by the company then enabled
interested schools to prepare pupils for the visiting "teacher".
The integration of EDC's new education programme into the company
policy resulted in dancers becoming more in touch with education
work. This may have pre-empted the ACGB. in November 1982. to
invite EDC to participate in the Dance Artists in Education Scheme
for a second time. In line with ACGBpolicy the residency at Walton
School. Peterborough. from 24th January-18th February 1983 was
partially funded by the ACGB.other agencies36 and the school (EDC.
19821). The project gave the educational establishment the
opportunity to play "host" to a professional company. and the
opportunity to engage in workshops. public performances and
discussions with dance artists about their professional lives.
Throughout the residency two other dancers37 were appointed to
undertake some of the education work (EDC 1982b. 19821).
The appointment of Sue Hoyle38as the new administrator of EDC/T
was paralleled with the company's move into business sponsorship.
Financial backing from British Petroleum (BP) allowed Celia
Macfarlane (dancer. choreographer and teacher) to be appointed as
dancer in education for one year. The phenomenal growth in EDT's
education work became manifest In practice through the 12XU
(Michael Clark. 1983) repertoire-based "workshops" that Macfarlane
taught throughout the 1983/84 season (EDT. 1984c). Additional
finance from BP worth £10.000 for three major projects extended the
education programme into the 1984/85 season (BP. 1984). This
enabled the company to develop its artistic policy and to respond to
the growing demand for education work. This led to two more teachers
joining Macfarlane on the education programme for the 1984/85
season (EDT. 1984c)39. All three "dance artists" worked with pupils
ranging from nine upwards to students training as professional
dancers. Specific workshops and choreographic ideas sessions were
also offered for teachers (EDT.1984b).
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3.43 The use of repertoire as the focal point for education work.
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Claid and White initiated the use of the company repertoire as the
stimuli for workshops in 1981. However, a structured focus only came
to be placed on dance works after Macfarlane, as dancer in education,
used Counter Revolution (DavidGordon, 1981) as a starting point for
work in schools. This link was further strengthened when it became
common practice to have "research time" during the choreographic
period. Sponsorship from BP in September 1983 allowed Macfarlane
to spend time parttctpattng in and observing rehearsals prior to the
company tour. Subsequently, workshops were intentionally focused
on the repertoire in order to illuminate to young people the processes
by whtch dances were created (Davies. 1987). Thts structure, and the
principle of using repertoire as the resource for education work, was
then adopted tn 1984 for the enlarged education team of three
dancers.
The growth of EDT's education work cannot be separated out from
Claid's company poltcy which incorporated notions of personal
creativity for both the dancer and workshop participant (Davies,
1987). Thts interlinked the performing life of the company with
education activity as it offered pupils opportunities to experience
dance as a creative participatory actlvity, and to express themselves in
an open way. The importance placed on the education team acquiring
an understanding of dances from observed rehearsals was crucial to
the exploration of the movement potential of workshop ideas in
planning meetings. However, although dances were used as the focal
POint for all workshops the process of creating was constdered to be
more important than any finished product. Hence, a workshop in EDT
terms neither involved the reconstruction of a section from any dance
nor set ideas being closely followed. Throughout, individual team
members had the right to establish the content in relation to a
particular group's abilities and needs.
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Davies (1987) claimed that a more sophisticated model of education
work was developed for the 1984/85 season and then further refined
(Davies. 1987).This was significant for this thesis as it provided
Macfarlane and dance artists with the foundations on which the
company based much of the education work described in Chapter 4.
Sponsorship from BP allowed all three teachers to spend time with the
company. and to acquaint themselves with the dances choreographed
during the rehearsal period. This ensured that workshops were
designed to give pupils an understanding of the choreographer's
intent. the ideas behind the pieces and some of the processes involved
in making a dance. Hence, pupils were given the chance to express
themselves phystcally. to gain confidence in their bodies and their
ideas. to acquire a greater understanding and enjoyment of the
company's theatre performance. and to Increase their knowledge
about contemporary dance.
Sponsorship from BP also funded the production of poster leaflets to
promote workshops and factsheets which gave teachers knowledge
about the company's work. These focused on its history, specific
dances such as Spiked Sonata (Dan Wagoner. 1981), the use of
music and design for dance. and movement Ideas (EDT. 1984d)40.
Further financial support from BP extended EDTs work in the area of
special needs. developed in-depth work in some schools and enabled
the company to commission a dance which would introduce
movement theatre to young people (rong, 1984). Hence. Omce Suite
(David Gaines. 1984) was premiered at a special school's matinee at
TOrrington Theatre. Bastldon, and performed during the EDT
residency at CSHM(see 4.6).
The comprehensive and wide-ranging sponsorship provided by BP in
1984/85 facilitated new opportunities for young performers through
the first ever dance apprentice scheme (BP, 1984). This enabled
Claid's proposal to attach a young dancer to the company as a
working dancer taking classes, rehearsing and performing with
company members to become a reality (EDT, 1984c)41. The launch of
the dance apprentice scheme gave the first BP dance apprentice, Jon
Smart, an unrivalled opportunity to develop his skills with
experienced dancers, internationally known teachers and
choreographers and time to mature as a performer42. This has
bearings on this thesis as Smart performed and taught throughout
the CSHMresidency (see Chapter 4).
In 1985 a further increase in the education programme of the
company was complemented with "teachers" in the education unit
maintaining a close involvement with the company, choreographers
and the artistic director (Davies, 1987). EDTs abandonment of the
repertory structure between 1985 and 1989 in favour of the creation
of two entirely new productions each year had a signtftcant effect on
the education work. But even though the dance in education team
had very Uttle time to explore and to consoUdate workshop ideas for
teaching situations repertoire remained the starting point for all
practical work. In addition, some sessions were designed for GCSE
students, choreographic projects were undertaken with Youth Groups,
young people performed alongside the company in residencies, and
specific "teacher training" courses were offered. However, in line with
proJe.c:n
national practice education became subsumed under the "outreach
I)
work" umbrella heading.
43In 1986 the education team tested a new way of teaching dance
theatre that challenged traditional gender roles and positions within
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society. This ptlot project. the final education venture under Clatd.
atmed to devise an anti-sexist way of teaching the arts through work
with a mixed group of "students" and educators in London and Kent.
Observations and assessments were made throughout the year by Sue
Davies (the current EDT Education Officer) and the project director
Maggie Semple (now Director of Education. ACGB). Although the
project continued after Clatd suddenly left the company in 1986
education work was no longer a priority. It declined after the
resignation of Sue Davies. and was weakened further by the time the
ACGBwithdrew funding from EDT.
3.5 Summary.
ho.s
This chapter identlfted the dance context within which the residency
1\
took place. However. while it is clear that students at CSHM were
involved in dance as part of B.Ed. (Hons.) degree course work it is
questionable whether the dance experience encountered prepared
them adequately for the residency. For example. although courses had
a performance perspective this was not their prime lmportance.
There is little doubt that the residency work that took place at CSHM.
Brighton Polytechnic. during 1980-1985 provided a valuable
experience on which to base the ongoing negotiations with EDT.
However. while these ventures could be viewed as successful. a
pattern of issues arose which mirrored what was taking place in other
dance artists in education schemes nationally. In particular. reference
to the lengthy negottattons between the ACGB. Ballet Rambert and
CSHM highlight the tensions between the artistic and educational
worlds.
The overview of EDC/EDT's education programme identified a change
from a performance orientation to one which included young people in
a variety of participatory activities. Claid's new approach manifest in a
more formalised education policy and programme is significant for
this thesis. Use of the repertoire as the focal point for education work
became refined once the policy of research time with the company and
choreographers became common practice. This. together with the
expansion of the education programme. enabled the teaching team to
prepare themselves for work in schools. As this policy underpinned
the work of EDT throughout the ACGB residency at CSHM dance
works were used as starting potnts for parttctpatory activities.
However. dance artists had to take on major teaching roles as
Macfarlane was the only "outreach worker" involved in the residency.
The experiences of dance artists in education programmes brought to
the residency by CSHM and EDT influenced many of the decisions
taken during the different phases of the residency discussed in
Chapter 4. While these were project specific they must be viewed in
relation to the national scene outlined in Chapter 2.
Notes
1 The time for "modem dance" was reduced from 180 to 110 hours.
The new course was followed by all students in years one and two
(see note 15). It was designed to give students a sound knowledge
of the inherent characteristics of dance in order to lay the
foundation for teaching dance to young people. Practical activity
enriched and highlighted areas of knowledge and understanding
acquired in other courses such as Elements of Music. Folk Dance.
Aesthetic and Cultural Forms and Movement Concepts (CSHM.
1980).
2 Students were expected to acquire a basic knowledge of the craft
of composing short dances for two or more performers and an
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understanding of aesthetic criteria for the evaluation of dance
work (CSHM. 1981).
3 A focus on principles underlying technique systems such as
Graham and Humphrey as well as Laban elements provided the
foundation . for much of the technical work.
4 A Graham class was taught by Namron (former LCDT dancer) in
the Graham style when Phoenix Dance Company was in residence
at CSHM in October 1984; and Stephanie Jordan. then a member
of the dance staff at Crewe and Alsager College. taught a
Cunningham class when visiting CSHM in the role of a dance
artist.
5 The choreographic aspect of the course also included. for example.
clarity in spatial and dynamic fonn in the development of motifs.
complex variation of motifs and identtftcatton of main transitory
passages: group dynamics: awareness of interacting forces and
their dramatic inference: introduction to the concept of illusion in
dance performance: use of a wide variety of stimuli for dance ideas
including structured and unstructured environments; use of
music and other forms of accompaniment supportive to the dance
(CSHM. 1980. 1981).
6 Although the B.A. (Hons.) Expressive Arts degree was cited within
the Faculty of Combined Arts. all full time dance tutors had
initially taught dance at CSHM: Olga Napper. JuUe Korth. Uz
Aggiss and Kay Lynne.
7 The author co-monitored the 1980 ACGB Dance Artists in
Education project at Wakeford School, Havant. with Jack Brooke
from Portsmouth Polytechnic.
8 Bergese had gained a width of residency experiences from
teaching technique and presenting lecture demonstrations at
Wakeford School. Havant. and choreographing with selected
pupils in the Manchester project.
9 The lecture demonstration at one school in Brighton resulted in a
teacher taking a party of 90 pupUs to a performance.
10 Whllst Bergese was the initial administrator. Fiona Dick from
Dance Umbrella soon took on this role.
11 Teachers noted that limited advance notice and lack of publicity
material had resulted in only two schools attending the lecture
demonstration/perfonnance.
12 A second meeting took place between Kyle (ACGB) and Cole
(Brighton Polytechnic) on 7th September 1982.
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13 EDC began at Edinburgh Festival in 1975 when a group of
graduates from London School of Contemporary Dance performed
to critical acclaim (Stoll 1980). The many offers of bookings that
followed led to the realisation that there was a need for a small
scale touring modern dance company to bridge the gap between
small "ad hoc" dance groups and the larger companies, such as
London Contemporary Dance Theatre and Ballet Rambert. There-
ore, Geoff Powell established EDC professionally in 1976 with the
intention of bringing to audiences a small but highly professional
group showing works of a high standard. It aimed to provide a
home for new choreographic talent, both from inside and outside
the company, and to allow the more established to experiment
with new ideas. Initial grants were received from the Gulbenkian
Foundation for basic equipment. and new works commtsstoned
from members of LeDT and Ballet Rambert as well as from young
talented choreographers (Stoll, 1980). Acknowledgement of the
work of the company carne through the major grants first awarded
to the company in 1978 and 1979; the award of the first and only
annual grant to a new contemporary dance touring company in
1980; and in the company being one of the few to be chosen for an
increased grant in 1981 (Stoll, 1981).
14 Prior to this appointment Taras had been a principal dancer with
Ballet Rambert, administrator of New London Ballet, and a free
lance co-ordinator of what was to become Dance Umbrella (Stoll
1980).
15 This move, initiated by Taras as a result of his investigations in
the United States in Autumn 1980, led to the company working
for a ten month period rather than on a yearly contract. (EDC
1981a).
16 Clatd came to EDCwith a diverse background which ranged from
performing with the National Ballet of Canada, to co-founding the
experimental X6 Dance Space in London (EDC, 1981a). As this
was the home of British New Dance Claid was partly responsible
for the development of alternative dance forms in Britain. The
changes which took place in EDT can only be understood in
relation to these developments.
17 This resulted in new works, by different choreographers made
during a nine week rehearsal period at the beginning of each
season, being toured with others from the repertoire of the past in
two simultaneous programmes.
18 These often remained in the repertoire for two to three years, as
for example Three Dances (Ian Spink, 1979), recreated for EDC in
1981, and Coca Loco (Ian Spink, 1984); Naples (Fergus
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Early. 1982): It Happened at Club Bombay Cinema. (Karole
Armitage. 1982): and 12XU.(MichaelClark. 1983) (EDT. 1985).
19 Annelies Stoffel (trained at the Laban Art of Movement Centre) and
Edgar Newman (trained at LCOS) joined the company for the
1983-1984 season and were still with the company during the
CSHM residency (see Chapter 4).
20 In a communication entitled "Successful Shapes of Change" Cla1d
emphasised her desire for the company "to influence a change in
the world through theatre dance by presenting another view of life.
of dancers and dance. of women and men. and of running the
world" (EDT, 1982c).
21 Taras inserted a teaching clause into the contracts of all dance
artists who worked with EDC (EDC. 1978). The reference to
teaching duties had been used previously by "Emma with Equity's
agreement for our kind of touring" (EDC. 1978).
22 EDC started to use workshops after the company completed a five
day education project in ClwydMold (EDC. 1980a).
23 One enabled an audience to see a taped slide presentation of the
company at work prior to a performance designed for different age
groups (Stoll, 1978b). Despite there being no direct flnancial
reward or support from the project. other than that available from
educational experts, EDC took a specially devised programme into
schools from April 1978.
24 For example. one programme was designed by the photographer,
Alice Fursdon, and showed the company in class. rehearsal and
performance (EDC. 1981b: 1981c).
25 In this. a demonstration of modem dance technique (to a
percussive score by Tom Keliefor)was followed by a performance
of selected works from the repertoire.
26 The appointment of two "excellent" teaching specialists allowed the
company to give prime consideration to education requests and to
meet the increasing demand for classes and workshops. In
particular, the company aimed to maintain satisfactory teaching
levels in order to avoid the teaching criticism frequently levied at
young dancers when they tried to emulate the specific approach of
educationalists (EDC, 1979a).
27 The project at Banbury school took place in March (23-27th)
1981. Le. a year after the ACGBresidency in Manchester (I981c).
28 The opportunity to choreograph a dance with company members
was reported to be a "once in a Ufe time" venture (EDC, 1981b).
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Although it had been initially intended that dancers would work
with pupils Taras took the unprecedented step of allowing the
teacher to work with the dancers. This was the first time that such
a thing had happened not only with EDC but with any other
professional dance company in a residency (EDC. 1981e).
29 This claim was made by Butterworth to Dance Umbrella in 1978
(Macdonald. 1979).
30 The residency. sponsored by Manchester Education Authority.
took place at Cardinal Newman School and the Dance Centre
(EDC. 1979g). Irene Dilks taught for the company in the early
stages of the residency and Micha Bergese was responsible for the
intensive choreographic work.
31 A dance and design collaboration was presented at the Jeannetta
Cochrane Theatre. Devised by Philip Smith. from Bournemouth
College ofArt. and Joanna Allsop this gave insight into the life of
a dance company on tour. backstage and in choreographic
rehearsal. It was then transferred from Betamax into a fifteen
minute VHS video with music and sound accompaniment for
schools to show how a middle scale dance touring company
worked. This video was shown continuously at a presentation for
teachers in March 1982 prior to being sent out to schools (EDC.
1982b).
32 White was considered to be an ideal candidate who. besides being
a trained dancer and choreographer. had directed her own
company. gained a reputation as a "talented" teacher at the Place
and the Laban Art ofMovement Centre (EDC. 1982d).
33 For example. over 50 classes had been arranged between October
1980 and May 1981 with carefully selected modern dance
teachers all over the country (EDT. 1982tl.
34 White devoted seven weeks of the six month period to the
preparation of work. She watched rehearsals and performances.
talked to choreographers. drew up publicity material for schools.
worked on teachers' notes. made contact with. and personally
visited. PE advisers and explored the matinee format (EDC
1982/83). Material in the form of quizzes and programme notes
were also made available to schools for pupils. Teachers were
provided with notes as a form of backup material to enable
continuation of work in normal class time. Spectflc courses were
also arranged for teachers by PE advisers and feedback was
sought from schools through the use of questionnaires.
Throughout administrative support was given to the education
programme by the company press and publtctty officer. Liz Stoll
(EDC. 1982/1983), '
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35 These could be used as preparation for a theatre visit or to initiate
followup work. There was a booking fee of £5.50 (EDC, 1982b).
36 Peterborough Arts Council acted as a central agency for further
sponsorship from the City Council, Development Corporation and
Cambridgeshire County Council (EDC, 1982i).
37 Mary Prestidge and Kirstie Simson (EDC, 1982b, 19821).
38 Sue Hoyle, administrator from 13th JUly~'83 and manager from
March 1984 until 1986, led a new administration team for
Extemporary which was to have an impact on the work of the
company. She brought to her new roles the experience she had
gained at London Festival Ballet (LFB) where she was first
Publicity Assistant and then Education Officer. Prior to LFB she
had read Drama and French at Bristol and then lectured in Paris.
39 Caroline Frizall (then lecturer London College of Dance and
Drama) and Maggie Semple (then chair ILDTA)worked alongside
Cecilia Macfarlane. Two teachers worked for the company on the
same two days each week and the third undertook weekend and
school holiday commitments (EDT. 1984c).
40 Whilst the first two were ready at the start of the 1983/84 season
the remainder were available from December 1984 (EDT. 1984d).
41 Claid and Hilary Ball. director London Youth Dance Theatre,
identified that talented young dancers who had completed their
training needed further experience to equip them for a career as
professional dancers. BP made £5000 available for this purpose.
(EDT 1984c).
42 Jon Smart trained with London Youth Dance Theatre and at the
Laban Centre for Movement and Dance from October 1981-June
1984 (EDT. 1984c).
43 Macfarlane was joined by Rachel Harrison and Christy Adair
(Davies, 1987).
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Chapter 4
The Extemporary Dance Theatre I
Chelsea School of Human Movement
(Brighton Polytechnic) Residency.
4.1 Introduction.
The invitation by the ACGB to host a residency in one of the few
remaining training centres where students specialise to teach
dance Within a PE context extended the boundaries of the initlal
Dance Artists in Education scheme into the field of higher education.
In particular. CSHMwas selected as an appropriate setting because of
the considerable experience gained in planning. organising and
funding the three Mantis projects outlined in 3.31. Direct tnteraction
between dance artists and dance educators reaffirmed dance tutors'
commitment to residency work. Hence. the one month residency at
Brighton Polytechnic with CSHM and EDT. January/February. 1985.
built on prevtous famtltartsanon with dance artists in educatlon in
this particular department (see 3.3). Similarly. EDTs prior experience
in other ACGB projects (see 3.41. 3.42) provided the foundations for
the negotiations and planning that took place. Ukewise. how this was
then interpreted in practice was largely determined by the company's
current education policy.
This chapter aims to outline what took place during the planning.
implementation. and follow up stages of the project. It identifies that
the general and specific aims provided the base line from which
planning and follow up work stemmed. A general overview of the
structure precedes detailed discussion of the timetable and the
modifications that occurred.
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Residency activities are considered here under the headings of
choreography. performance and appreciation to comply with the
Adshead (198la) model outlined in 1.3. 1.4. This clarifies the
involvement of dance artists. participants and dance tutors. Table 1
shows the range. balance. and time allocated to practical activities
under these three headings.
4.2 PlanDiDg and post project phases.
Throughout the preparatory and" follow-up phase; constant liaison
took place between ACGB. EDT personnel and the residency co-
ordinator as the CSHM. Brighton Polytechnic. representative. While
the focus and aims of the project were resolved during the initial
period. the mid-planning stage explored the most beneficial type of
contact that students could have with dance artists. Discussion of the
dance activities offered by the company established student needs in
relation to residency aims. Project partners accepted the importance
of a company orientation period at CSHM prior to the start of the
project. and the principle of the EDT "MovementResearch" initiative
for the middle two weeks of the residency.
Parallel discussions within the PolytechniCwith the Head of CSHM.
the project co-ordinator. dance tutors in the Polytechnic. Expressive
Arts and Primary Education departments. and CSHM staff explored
the principle of the residency. its aims and objectives and possible
structure. The anticipated "heavy" expectations placed on students in
the first and last weeks of the residency were examined in relation to
ongoing degree commitments. Support in theory from the B.Ed.
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(Hons.) Programme Committee and the CSHM School Board preceded
detailed discussion at a series of meetings. When the programme was
finalised colleagues were alerted to timetable implications. including
contact time with students (December 1984). However. further in-
house negotiations took place as EDT granted one company member
leave of absence for the mid-residency period. This resulted in major
modifications to the timetable which were only resolved a week before
the residency started.
Although all projects initiated under the ACGB Dance Artists in
Education scheme were negotiated and planned over a period of time.
preparation for this particular residency took place during eighteen
months. It also followed the general prtnctples associated with other
ACGB projects (see 2.3). Hence, it aimed..
1) to stimulate dance activity in the CSHM and Polytechnic setting
and to increase interest in dance beyond the institution's
immediate context:
2) to widen the horizons of students to dance as an art form:
3) to give young people the opportunity to participate in work with
dance artists:
4) to follow the format already associated with project work.
These were then parttculartsed for the specific nature of the
EDT/Brighton Polytechnic residency. Therefore, it was predicted that
students would:
1) be acquainted with the company repertoire:
2) be given insight into particular characteristics of selected dances
from the repertoire in lecture demonstrations:
3) engage in compositional work based on EDT's repertoire:
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4) gain an understanding of certain aspects of selected dances
through practical involvement in workshop activities:
5) participate in technical and workshop activities within each
session:
6) be committed to the creation and performance of a new dance if
in one or other of the two intensive groups.
In line with other ACGBdance artists in education residencies of the
early 1980s (see 2.3) the project was jointly funded by the ACGB and
Brighton Polytechnic. with the latter acquiring a substantial
contribution from the Calouste Gulbenkian Foundation. Additional
funding from SEA extended the residency to a period of four weeks
and led to additional company specific and CSHMaims being written
into the project. Thus it was anticipated that:
1) the company would develop its own long-term artistic pollcy:
2) students would be given the opportunity to see a variety of
dancers at work as choreographers:
3) the longer time scale would enable relationships to mature
between dance artists. educators and students:
4) students would be alerted to current dance artists In education
practice:
5) engagement in a collaborative process would help to clarify
relationships between practising dance artists. dance educators.
and students:
6) the residency might help to illuminate aims. objectives and
expectations for future work.
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4.3 Structuring the residency: student contact.
Activities were essentially focused Within CSHM and orientated
towards those students committed to the B.Ed. (Hons.) teacher
training course in PE and 9.ance. As a result of negotiations, and
bearing in mind the maximisation of student involvement, the most
appropriate timing for the residency, company commitments. and the
Polytechnic structure and cyclic pattern the residency was structured
ove'f' .a -Feit (" .Ju/~pe-_(";.J :. However, acceptance of a late touring booking
by EDT delayed the residency by one week. This set in motion a
sequence of negotiations within the Polytechnic which resulted in
student contact with dance artists being minimised since it was not
possible to alter such CSHM commitments as second year teaching
practice and reading days.
Arguments in favour of working with one or two dance artists were
countered with others which favoured engaging with several. In
practice a compromise was reached which enabled curriculum groups
to have a varied input in week one and some consistency of contact in
the remaining weeks. Several principles were also adopted: where
possible students who studied dance within different contexts worked
alongside each other; CSHM students participated at times in cross
curriculum groupings; the CSHMPerformance Group worked mainly
with one dance artist; and fourth year students had little contact With
the residency because of the heavy course commitments at this
particular point in the final year of the degree.
In-depth work extended to include two groups of students from the
third and fourth years who were known throughout the residency as
Core Group A (CGA)and Core Group B (CGB).While dance specialist
students met daily with one dance artist, others in CGB had a
midweek break from dance activities. Both groups focused on the
development of a choreographed dance with a view towards
presentation and performance. Hence. contact time with dance artists
varied between some having almost daily contact and others having
very limited time. For example. while the intensive contact
experienced by the two core groups was a direct result of agreed
project decisions, the lack of involvement experienced by second year
groups directly arose out of EDTs decision to move the residency.
(1he residency timetable Is shown in Appendix I.)
In the first week, all CSHM students attended one of the two lecture
demonstrations. The audience at the two performances consisted
mainly of CSHM students and staff. and Invited guests from
organising agencies, the local borough and other Polytechnic courses.
Students on the B.Ed. (Hons.) PE and Dance degree at CSHM
experienced their greatest and most varied contact with dance artists
and intensive choreographic work started with CGA and CGBl.
Company members were also involved with students from the B.A.
(Hons.) Expressive Arts (Dance minor). and B.Ed. (Hons.) First and
Middle school courses. Dance artists also worked with teachers from
East Sussex and the Southern Dance Teachers Association (SDTA):
and Cipher, the Brighton based Youth Group.
Students had less contact with dance artists in weeks two, three and
four. The second2 and third3 weeks took on a different format from
the first. with a number of different variables. First. during the mid-
residency period the company focused their attention and energies for
several hours a day mainly on their own class followed by "movement
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research". This resulted in a limited amount of practical work with
students. Second. as students maintained normal degree
commitments most activities lasted for an hour. Third. the two
"choreographers" each extended their work with eGA and CGB
outside normal timetable hours. Fourth. the In-Service course for
teachers continued as did work with B.Ed (Hons.) M:1ddleschool
students and Cipher. Fifth. additional open technique classes were
taught by three dance artists. Sixth. no Expressive Arts students took
part in residency proceedings. Seventh. no dance artist had any
contact with second year students.
The structure of the fourth week was influenced by the need to
prepare and to present workshop performances and a final sharing.
Hence. minimal practical work took place with general curriculum
groups", In particular. second year students had little contact with
dance artists because of imminent teaching practice commitments.
and many fourth year students (apart from dance specialists) were not
on campus for the last week of the residency. Proceedings concluded
with two workshop performances and a sharing. The latter provided a
platform for the dance work arising from the residency period. A final
forum allowed an interchange of ideas between CSHMstudents. dance
tutors and company members.
Despite the ongoing negotiations intemal problems arose when the
perceptions of the residency organisers and those of Expressive Arts
or CSHM staff did not in the event coincide. For example. the
confusion and over-large classes experienced in the first week was a
direct result of an Expressive Arts tutor allowing students to change
their groups. Coursework concerns of a more ongoing nature also
emerged when students became tom between residency expectations.
degree assignments and normal extra curricula commitments.
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Two late decisions by EDT affected the timetable. For example. the
absence of one dance artist during the mid residency period led to
fewer company members being available to teach curriculum groups.
Last minute changes by the Artistic Director altered the teaching
programme. Some sessions were delayed because of commuti~g
problems.
4.4 Follow-upphue.
The follow-up phase of the residency involved a general meeting.
reports from CSHM and EDT, and post residency work. The meeting,
held on 2nd May, 1985, was attended by an ACGBDance Officer, the
Artistic Director of EDT, the Head of CSHM, dance tutors from the
B.Ed. (Hons.) PE and B.A. (Hons.) Expressive Arts courses and
student representatives from CSHM.The ACGB dance officer (Ruth
Glick) placed the meeting in the overall context of the Dance Artists in
Education scheme and in the specific framework of the EDT/ CSHM
residency. In order to fac1l1tatedance artists in education projects in
general the ACGB aimed to discover what could be learnt from this
f,'Y\J,'I'I~ j
particular project so that Q"~" might be incorporated into future
planning.
Project partners identified the need for preparation to be "educational"
for both dance artists and dance tutors; the desirability of widening
the dialogue to include all participating dance artists and dance
beiff ~TII.SlI"c.cl fl-Q d1
tutors; the crucial aspect of residency timing; the relevance of
fOt'st"ch ..",il "
appreciation elements: and the possibility of any future work being
"
built into the degree structure on a more regular basis than hitherto.
Questions were raised about the in-house planning structure, the
degree of tension apparent between CSHM staff expectations.
excessive workloads and residency commitments.
III
Although the meeting concluded that an overall enrtchment of dance
had taken place. students queried the principle of selecting some
young people for involvement in intensive work while excluding others
from a Similar experience. Representatives Identified the assured
attitudes of core groups and contrasted this with the mixed reaction of
the majority of curriculum groups. They suggested that students in
general would have had a more positive attitude to the residency if
they had been Involved in a similar in-depth activity. Feedback from
the company was positive In nature and highlighted the Integration of
dance artists within the CSHMand the company contexts. However.
while the Artistic Director disclosed that dance artists had coped well
in the new role of teacher. students identlfted exceptions. The meeting
concluded with a stress placed on the need to complete residency
reports.
Discussion established priorities for followup work at CSHM. These
included dance artists guest teaching at CSHMover a period of time;
or working with one or both core groups: or building dance artists into
the long term plans for curriculum development: or the company
making a video. In reality. one dance artist. lloyd Newson. returned to
CSHM to work as a choreographer with third and fourth year dance
specialist students in January and April 1986. He then returned to
work with a similar group of students over a series of weekends for a
two year period. While the first two weekends were funded via the
ACGB project the remainder were financed by alternative "in-house"
methods.
Only stgnificant Issues are noted here from the EDT (1985) and CSHM
(1985) residency reports submitted to the ACGB. Significantly, while
they each revealed that the residency was challenging, productive and
successful, the EDT (1985) report stated for the first time the
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company's aims. These were:
1) to encourage students to take pride in their own physical ability
and ways of dancing;
2) to widen students' knowledge of different dance ideas and ways
of moving:
3) to encourage discussion:
4) to make the point that dancers were approachable;
5) to challenge company members in their roles as teachers.
In general, from EDT's point of view, the residency provided an
excellent chance to Integrate the company's education and
performance programmes, allowed dancers to work closely together,
and enabled dance artists to discover more about their dancing and
teaching methods. More specifically, while the company considered
that the preparation period was positive Clatd maintained that the
company had not devoted suffletent time to detailed preparation. In
noting any shortcomings Clald Identlfted the difficulties of involving
the Expressive Arts students, expressed disappointment that few
students attended the "movement research" sessions, and stated the
need to monitor the progress of the two core groups on a weekly
basi s, Finally, olatd considered that CSHM's positive and open
response had helped to build the confidence of dance artists, and to
build a greater understanding between dance educators and dance
artists.
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The CSHM (1985) report set the project within the specific context of
the department. the Polytechnic and current dance artists in
education schemes. A description of the residency outlined the range
of activities offered and related this to the overall aims of the project.
Overall the evaluation acclaimed EDTs contribution and the central
concern of dance artists to communicate dance at a level within which
students could cope. comprehend and become meaningfully involved.
At a more subtle level. those qualities which characterise professional
attitudes were clearly manifested by dance artists in day to day
activities. This contributed to the positive level of student engagement
and thus to its success. Critical appraisal of the two core groups'
choreographies were countered with praise for the exceptional
performance qualities demonstrated by students in the workshop
performance. Overall, the value of the enterprise was identified by the
positive response of the student body and company, and the insight
and deeper appreciation that students had gained into the world of
theatre dance. Questions were raised about the central contribution
that dance artists could make to education in general: the planning of
J
content: the teaching skills of dance artiS\: and the need for an
orientation period.
4.5 Choreography.
In compliance with one of the aims of the residency. EDT used the
four dances performed from its current repertoire (see 4.6) as the focal
point for workshop activities. In general, approaches ranged from
students developing work with guidance from dance artists, to
creating their own dances. Alternatively, workshops were based on
movements or choreographic devices used in a particular dance or the
essence of the dance. While workshops at times encompassed aspects
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of reconstruction. only students in the Performance Group were
involved in the exact recreation of a section from a dance. At times
other starting points such as everyday gestures. or games based on
chance. or improvisation were used as the basis for compositional
work.
The two dance artists who each worked with eGA and CGB took
Cl v,/h eo..r.J 5ro~
overall responsibility for the development of"particular dance "while
engaging students in active choreographic decision making processes.
Work with eGA focused on the use of "chance" operations to
determine movement material in relation to set tasks. Content was
introduced and developed in a variety of ways to take the work from a
simplistic to a more complex nature. Different formats allowed for the
collection and layering of material. the gradual formation of patterns
of movement and sequences. the ordering of content in groups. the
organisation of sections of the dance and to the final choreographed
form. Similarly. work with eGB focused on the collection and
development of material to set tasks related to specific ideas. Content
was introduced and developed in a variety ofways in order to take the
work from a simplistic to a more complex nature. Material was
collected. layered and gradually formed into individual and group
sequences prior to being organised into sections of the dance relevant
to the overall choreographed form.
Technique was also used on rare occasions as the basis for workshop
activity. When this happened the emphasis of the session remained
technique focused although content was manipulated in relation to
given tasks. as for example reordering movements in a sequence. The
decision by EDT to undertake "movement research" as part of
residency proceedings resulted in the company spending time on its
own work for several hours a day. Confusion about how "open" some
sessions were to observers plus CSHM timetable commitments
prevented dance tutors and interested students from viewing much of
this work.
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4.6 Performance.
The company performances stimulated interest in the residency, and
provided a unique opportunity for students to widen their horizons of
dance as art. Four dances were performed from EDTs 1984-1985
repertoire:
Field Study (DavidGordon, 1984)
music - by John Field.
Ombres Electrtgues (Dantel Larrieu, 1984):
music - Sound Collage by Roger Sourd •
Office Suite (David Gaines, 1984)
music - excerpts from Jazz Standards and Popular Tunes.
Spiked Sonata (Dan Wagoner 1981):
music - American themes of the 1930s.
The main thrust of activity in the final week was on preparation for
performance in the "Sharing/Workshops" by EDT. the two core groups
and the performance group. While the planned involvement of
Expressive Arts students in the workshop performances did not take
place. the outreach worker performed her one-woman show to
members of the two core groups. The final presentations were not
conventional dance performances. Instead. the main emphasis was on
the sharing of the dance pieces which had grown out of the core and
performance group workshops and the company movement research
period. The programme opened with three student pieces: a "collage"
in several sections choreographed with CGB: an excerpt from Spiked
Sonata (Dan Wagoner. 1981) performed by the CSHM Performance
Group; and a "Chance" dance choreographed with eGA.
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EDT presented six items: a reconstruction of 12XU (Michael Clark.
1983); four new pieces from the "Movement Research" sessions; and a
final improvisation based on the company's recent work with Katie
Duck.
The main performance thrust of the residency with the majority of the
students came through the focus on technique. A range of activity
took place under this general heading which could be subdivided into
two categories. First. there was a concern with a general body warm
up through the use of exercises. and/or simple body and leg
combinations in place. and/or footwork patterns and/or travelling
sequences. Second. the body was used in a more relaxed manner as.
for example. in the use of running. stretches and Swings. Third. a
focus was placed on Cunningham and Graham codified styles.
Cunningham was used more frequently than Graham technique. and
was approached in two different ways. In one. Cunningham derived
work was used to build simple exercises and combinations in place
and across the floor. In the other. Cunningham based principles more
clearly underpinned the use of rolls. arches. stretches. twists.
isolations and bounces combined with weight changes and balances.
Although Graham-type work was only used minimally it generally
followed the format of a typical class: t.e, floorwork. standing in place
and combinations across the floor. However. its underlying principles
were not always made explicit, and the content of sessions Varied.
The technique work taught to the two core groups was modified in
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relation to ongoing choreographic work. Throughout. technique
became incorporated into the ongoing developing choreographic work
and rehearsals, Both groups practised sequences to correct the
technical demands of movements and rehearsed sections with an eye
to performance skills. Hence. the perception of students to the
technical demands of movements and sections of the dance were
heightened as they met an increasing concern with basic technique
principles through the rehearsal process.
4.7 Appreciation.
Appreciation aspects took place in the more formal lecture
demonstration and less formal contexts such as the practical
activities and the final sharing. The lecture demonstrations preceded
the company performances so that participants. as audience. could be
given an insight into particular aspects of the company's repertoire.
The Artistic Director was responsible for what was focused on and
how this was presented.
Both lecture demonstrations followeda similar format and focused on
dances choreographed by Gordon from the past and current EDT
repertoire, t.e. Counter Reyolution (1983) and Field Study (1984).
Throughout the Artistic Director made reference to the choreographic
structures, meanings and performance requirements of the sections
shown in the videod extracts and l1veperformance. In particular,
practical demonstrations drew attention to the similarities and
differences between the two dances and performance demands.
SpeCific characteristics inherent within field Study (David Gordon,
1984) were focused on such as the use of chairs and the apparent
gentleness and sensitivity in the dance. Gordon's "constructionalist"
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approach was outlined to students and a question and answer session
enabled dance artists, students, and dance tutors to share ideas. The
discussion groups timetabled to take place after the second lecture
demonstration were cancelled, for no apparent reason, by the artistic
director.
The final sharing gave dance artists and some student groups equal
responsibility to review the dances seen in the workshop performance
and to ask questions about how these had been developed. This,
together with the familiarity built up with dance artists, enabled an
easy exchange of views between all those involved either as
presenters, or dancers or audience. Small "buzz" groups of students,
dance artists and dance tutors then gathered together to discuss
views and impressions of the residency.
4.8 Summary.
This chapter provides a descriptive overviewof the different stages of
the residency, t.e. the planning, implementation, and follow up
phases. It identifies that the aims and objectives set in the initial
planning stage affected decisions about the structure of the residency,
including the company "movement research", and student contact
with dance artists. Consideration of the follow-up phase clarifies that
a number of separate yet interlinked activities took place under this
title. Discussion of residency activities under the umbrella headings of
choreography, performance and appreciation reveals what the
company actually did and the activities in which parttctpants were
involved. Hence. the chapter as a whole sets the scene from which
discussion of the results of the case study and the research
methodologies considered in Chapter 5 stems.
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Notes.
1 Ten dance artists and two professional musicians were involved in
fifty-seven practical sessions with Polytechnic students and with
middle and secondary school teachers from East Sussex and the
SDTA. The two core groups each worked Intensively with one
dance artist for a total of nine sessions. Aminimum programme of
dance activity was also undertaken on the Falmer (Brighton) site
of the Polytechnic with B.Ed. (Hons.) First and Middle school
students.
2 Throughout week two, eight dance artists worked with twenty-five
groups. Four dance artists taught fourteen curriculum groups: of
these five were taken by the EDT outreach worker, five by the
rehearsal director, and four by two company members. The two
dance artists who worked with eGA and eGB again took a total of
nine practical sessions.
3 Eight dance artists taught twenty-five groups. Five worked with
eleven curriculum groups: the outreach worker and the rehearsal
director each taught five groups and two company members both
took one each. Two dance artists again worked with the two core
groups for a total of nine practical sessions. Requests from
students and staff at CSHM resulted in three additional dance
artists teaching two open technique classes, a ballet class and two
practical sessions with fourth year students.
Five dance artists worked with eight student groups, the outreach
worker taking five of these. The two core groups met four times for
technical and dress rehearsals.
4
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Chapter 5
Research Methodology: the Fieldwork.
5.1 Introduction.
This chapter aims to reflect upon and report the research process of
this study. The wide remit of the early stages of the research was to
examine how a particular dance artists in education project. i.e.
between CSHM, Brighton Polytechnic, and EDT,was approached and
interpreted. However, the acceptance of the research proposal and the
timing of the residency left only two and half months in which to
design, modify and finalise those methodologies used. Although some
empirical research had taken place in the area there was a scarcity of
evidence, and thus a difficulty of knowing about what was happening
in projects. Within the literature in general there was little reliable
information to go on (see Chapter 2) and. overall. the conclusions
reached suggested that definition. justification and implementation
were all complex and problematic. For example what do dance artists
actually do in education contexts?
This chapter aims to address the issue relating to the epistemological
level described variously as logic of justification (Smith and
Heshustus, 1986); or the philosophical basis underpinning the
research process (Finch, 1986); and the procedures and techniques
employed (Burgess, 1985, Smith and Heshusius, 1986). In the writing
of this chapter, as in the research process, epistemology and method
are regarded as 'Inevitably intertwined' (Finch, 1986, p 9).
121
5.2 Theoretical ConsideratioDs,
The researcher's role in the research process must also be
acknowledged as an Integral part of the reporting of what Rose (1982,
p 115) called the 'natural history' of the study. The research which
was largely of an exploratory nature (Phillips and Pugh. 1987 P 45)
became gradually more focused as time passed. The instinctive and
the more soundly theoretical or empirically based shifting of ideas.
concerns, problems and plans were part of the natural progression of
e.rthe study. The researcli did not set out be a 'methodological pluralist';
II
there was no knowledge of which issues and which concepts
and fhe.{'e..fot"<.
might emerge it was not possible to foresee the direction that the
1\
research would take. As Rose (1982, p 115) noted. the course of a
project cannot be predicted in advance. it could only be 'seen in
retrospect' once the research was ftnished.
Changing parameters were a condition of the research process. WhUe
it was clear that a 'scientiftc' approach was not relevant for this study
any anxieties encountered about the influence of life experiences and
Intuitive hunches were dispelled somewhat by encountering the views
of Mills (1959) and Bacon (1981). The concern for 'systematic
reflection' advocated by MUls (1959) together with attention to both
the process of research and its final outcome was crucial. Equally
stgmflcant, was Bacon's recommendation that research has suffered:
from a failure to recognise the need for a disciplined
subjectivity within which conventional sctentiftc data is
complemented by that concerned with intuition and feeling,
and in which the research endeavour is seen as a continual,
ongoing investigatory, and questioning process.
Bacon, 1982, p 101.
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The nature of the research was considerably complex. The residency
provided the opportunity to test the problems identified in relation to
dance artists in education as exemplified in the ACGBpilot projects of
1980 (Brigtnshaw et al. 19BO)and in other residency work hosted at
CSHM (see 3.3). This necessitated choice of methods and techniques
within methods which allowed research of a very particular kind.
Hence, the nature of the problem determined the methods (Stubbs,
1976 pIgS) and particularly the pioneering techniques used.
EpistemolOgically there has been a shift during the research process
from the quantitative research style. While this would have produced
a statistical enumeration and standardisation it would not have given
the detailed description and depth of data offered by qualitative
research. Furthermore, having used four distinct methods, the
appraisal can be viewed as being based on 'methodological pluralism'
(Bell and Newby, 1977; Bilton et al, 1981). This was a valid approach
in an exploratory study where the fod emerged during the research
process. In this particular instance, the quantitative data from the
dance artists', dance tutors' and students' surveys in the form of the
questionnaire was expected to reveal breadth of data and general
patterns by obtaining an overall picture. Importantly, the use of video
recordings, monitored observations and interview techniques gave a
direction to future work. They facilitated an interpretive. qualitative
case-study method which allowed depth of first hand knowledge. The
techniques employed enabled the researcher to find out what actually
took place as well as to get at meanings and understandings within
the residency context.
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The researcher identified a number of inherent advantages of the
multi-method approach and the way different methods could be used
to complement each other in the overall understanding of the
particular focus. The most directly applicable to this study was that
their respective strengths might be reaped (BI)'lllan, 1988, p127).
Overall this enabled breadth and depth: structure and flexibility: a
more complete picture and hence a greater understanding of what
went on.
The rest of this chapter, with the main research phases providing the
framework, has been devoted to giving 'a complete picture' of the
research process. Although mainly devoted to 'what was done', that Is
the methods adopted, researcher reflections on the process contribute
to an explanation and understanding of the process involved.
Four methods were used to facilitate a wide and detailed investigation:
1. video recordings of dance artists working with groups;
2. independent observers recording the work that dance artists
undertook with students:
3. taped interviews with dance artists, students and dance tutors;
4. questionnaires to dance artists, students and dance tutors.
5.3 Questionnaires,
Initially, the aim of phase one of the study was three-fold. With no
comprehensive existing data bank, it was important to build up a
picture of the students', dance artists' and dance educators'
conceptions of a particular residency situation. .:. to identify issues.
and. from the data. to generate hypotheses for further investigation.
The survey method. specifically the questionnaire. was seen as the
best means of achieving such aims. The broad nature of the task and
the desire to leave options for further work open. resulted in the
inclusion of a wide variety of variables. The surveys capacity for
generating quantifiable data on large numbers of people (Bryman,
1988) suggested that a self-completed questionnaire "mailed" to P.E.
students. dance artists and dance educators would allow enumeration
of data from a group of trainee P.E. teachers. dance artists and tutors
in Higher Education. The questionnaire allowed information to be
acquired in a succinct manner and could be distributed and collected
with relative ease. However. to be effective. it had to be designed in
relation to the main issues which were expected to emanate from
involvement in project work (Oppenheim. 1966).
Bryman (1988) has claimed that one of the major characteristics of
quantitative research is that inferences can be made about the
population as a whole. To do this elements of the 'analytic. relational
type of survey' (Oppenheim. 1966. p 8) wen;, built into the survey to
explore the relationships between particular pre-defined variables.
and to find associations and relationships. The flexibility of question
format possible within survey design also led to the use of different
groups of questions that each required specific types of answers.
Factual Information could provide an essential background to the
study. The measurement of opinions required the use of sets of closed
questions and attitude statements. Answers had to be selected from a
given range of statements on a five point scale. and in some instances
additional opportunity was given +c the receiver for a short
statement. Rank order questions and 'qualitative' open ended
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questions were also used. This enabled the researcher to 'understand
and capture the paints of view of the respondents' Without
predetermimng points of view through prior selection of questionnaire
categories (Patton. 1980. p28). Patton suggested that even at this
elementary level of measurement. open ended responses could reveal
depth and details of feelings. More emotive questions were
Interspersed With others and any personal data included came at the
end.
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Clarke and Clarke (1984) stressed the value of planning, and careful
preparation followed by pilot work in which the adequacy of the
questionnaire could be tested on the kind of respondents to be used
in the main survey. In this instance, piloting one questionnaire with
students from a CSHMcurriculum group enabled a check to be made
on ambiguity. 'loading' and bias and the language used. This was
particularly Important as the self-administered questionnaire
depended on the questions and written instructions to elicit accurate
responses and to motivate the respondent (Sudman and Bradburn.
1983). While much was learnt from the actual response to each
question. of equal value was the feedback on other Issues. for
example. clarity of questions and layout: understanding the
questions: and time taken.
Although in total five questionnaires were designed for students only
questionnaires one and two were scrutintsed, clarifted and piloted
with two groups. When modified In relation to student responses the
finalised versions provided the format on which questionnaires three
and four became based. However, difftcultles were experienced in the
design of questionnaire five as it was targeted for students. dance
artists and dance educators. The inadvisability of utilising one
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questionnaire for dance artists and dance educators resulted in two
corresponding versions. While the structure, the nature of the
questions, and the format remained constant, issues of a more
sensitive nature led to slight variations in each questionnaire and to
some questions being refocused and rephrased.
In spite ofwarnings from Moser and Kalton (1971) that the length and
number of questionnaires could affect the response rate the inclusion
of open ended questions kept options open for future work. This
allowed respondents to give fuller accounts. Initial groundwork with
students to persuade them to co-operate in the pilot project was
followed by personal contact and introducing respondents in all three
groups to the aims and nature of the research. Guide-lines given by
Oppenheim (1966), Moser and Kalton (1971) and Clarke and Clarke
(1984) were followed, as were recommendations about the importance
of closely matching randomly selected groups with a control group,
and the importance of keeping the interest of respondents in
longitudinal design. Overall, the questionnaire was used as a research
tool because it allowed information to be acquired in a succinct
manner, and in this instance, could be distributed and collected with
relative ease.
During the design process consideration was given to the type of
statistical analysts which might be util1sed. Similarly, preliminary
decisions about coding for open-ended questions were noted.
Questionnaires were designed and mailed to three target groups
throughout the residency; B.Ed. (Hons.) PE students, dance tutors at
CSHM, and dance artists. These were distributed to students
Immediately prior to and during the project. While all students were
asked to respond to questionnaires one, two and five, a control and
randomly selected group were also given questionnaires three and
four (See Appendix 11). Questionnaire one, the pre-test, was given to
all B.Ed. (Hons.) students in order to establish what participants
knew about the company prior to the start of the residency.
Questionnaire two aimed to establish the activities in which students
were involved. En route tests, numbers three and four, were designed
to monitor trends and any attitude changes of the core and control
groups. Questionnaire 5, the post test, was given to all students to
find out factual evidence about the residency activities and to identify
whether there had been any shift in student attitudes ,-"hl'c.h mirrored
tAt. "
questtonnatrecgrven to dance artists and dance tutors towards the end
"of the third week.
A blank copy of three of the questionnaires is included inAppendb: 2.
5.4 Interviews ,
The advantage of interviewing within the case study was
immeasurable. To ease the process, and to ensure that interviews
were carried out in line with research procedures, the principle
monitor was briefed about the duties involved. This enabled the
monitor to enter the research process with the knowledge that she
had to remain neutral. refrain from giving advice, refrain from asking
leading questions and avoid entering into an argument with the
respondent. The interviews were tape recorded to facilitate ease of
discussion and to avoid the distraction of note taking. This, according
to Lofland and Lofland (1984, p 601) was 'imperative' when the
interviewer had to be fully alert to what was being said, when there
was no fixed order of questions and probing was such an important
point of the process. It was stressed that the taping was to help the
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researcher's analysis. All interviews took place in an office and, on
average the total interview time spent with one respondent was
approximately one hour. However, the number that took place was
dependent on the distribution of the free time of students, dance
artists and dance educators. Throughout, the interviewees were
allowed to give tnformatton when s/he thought fit. While the interview
format devised was similar for all three groups, it allowed questions to
be slanted to either dance artists, or students, or dance tutors as the
need arose.
The use of Interviews as a more fonnal research tool required co-
operation from students, dance artists and dance tutors. It involved a
highly flexible face-to-face Situation inwhich structured conversation
had to be skilfully handled so that an exchange of ideas could take
place. In the case study these were subject based. designed for all
three parties and provided the opportunity for an in -depth focus on
selected areas. These were intended Initially to extend findings from
the questionnaires, and aimed to explore the response of the
company, dance artists and dance tutors to identtfted issues and to
EDT's current practice. In particular. the Interview aimed to
understand and to capture the respondent's perspective (Howe. 1988).
Oppenheim (1966), Moser and Kalton (1971) and Clarke and Clarke
(1984) Identified that interview design should include a definite
purpose or atm. To be effective, there was a need for a structured
interview schedule, the design of objective questions consistent with
valid external criteria. and a limit placed on the number of questions
to enable respondents to develop a theme (Oppenheim. 1966: Moser
and Kalton. 1971). Attention was paid to the language used including
the use of emotive words and phrases and the length of questions
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(Oppenheim, 1966). When briefing. the interviewer's attention was
drawn to interview techniques and Clarke and Clarke's (1984)
Warning that dtftlculties might arise from assuming that respondents
have a certain knowledge base. A stress was also placed on the
importance of asking questions so that respondents could answer
them openly and in their own way. Equally crucial was the need to
pursue a question only as far as it served a useful purpose. and to
make maximum use of the time available.
As use of interviews in this study was characteristic of a qualitative
research method they adhered to the need for flexibility and
adaptability so that a personal and in-depth response could be elicited
from the Interview (Cohen and Manion. 1989). The use of a semi
structured Intervtew within an overall framework of core structured
questions allowed the interviewer to encourage interviewees to talk
openly and freely in response to the questions asked. This ensured
that no issues were omitted through failure to remember them.
Therefore. the Interviewer was able to deviate and to explore emergent
areas in greater depth. to gain clariflcation of paints made and to
elaborate on possibilities. Measor (1985b) argued that such rambling
might lead to data central to the interviewee.
Moser and Kalton (1971) warned that much of the success or failure
of an tntervtew was dependent on the opening fewminutes. Hence. to
establish a good rapport with the interviewee and to elicit unbiased
feedback in the remainder of the tnterview the initial question was
intentionally structured to obtain factual background information
(Oppenheim. ·1966). The tntervtewer was then required to build up
and to maintain a relationship throughout the interview so that the
respondent was interested and responsive. While the interviewer had
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to be able to respond sensitively to issues which arose spontaneously
these had to be focused in such a way that bias in answers was
avoided (Clarke and Clarke. 1984). Although the interviewer had to
clarify precisely what the respondent meant on points of uncertainty.
at no time was she expected to interpret the respondent's remarks in
a detrimental way (Oppenheim. 1966). Measor (l985b) argued that
any rambling this might lead to could lead to data central to the
interviewee. The core of questions was based on the questionnaire
from phase one with a number of additional items. With no fixed
schedule. flexibility allowed the interviewer to pursue any issues
raised by the interviewees which were of particular concern to them
and influenced their dance artists in education practice. Also. having
being guaranteed confidentiality and anonymity. most respondents
were willing to talk honestly particularly when convinced about the
genuine interest of the interviewer.
On completion of alltnterviews the tapes were fully transcribed. Wh1le
this was time consuming. it required the researcher to study each
interview and stimulated analysis (Loflandand Lofland. 1984). It also
enabled analysis to be conducted over and over again and thus for
interpretations to be checked. Equally Important. as Dean and Whyte
(1979) suggested. the cross-checking of questionnaires. interview
transcripts and video . recordings of actual practice. This enabled the
researcher to feel confident in the replies of respondents.
Interviews took place with a random selection of students from
different year groups. all dance artists and three dance tutors en
route and post the residency. (The fourth dance tutor was not
included because of her role as researcher). In addition, the Artistic
Director of EDT and the head of dance were each interviewed because
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of their influential roles. Residency pressures, the availability of the
interviewer and interviewees influenced the number and selection of
students and dance artists interviewed. In total, 14 interviews took
place with students from years one to four, and with 10 dance artists
and 3 dance tutors. WhUe dance artists, dance tutors and some
students were interviewed individually. other students were seen in
groups of two or three. TIme constraints and company commitments
prevented the Artistic Director being interviewed until June 1985.
5.5 Observations.
The other major technique used to gain an overall impression of the
residency was observation. Literature emanating from the ACGB
projects discussed in 2.3 rarely identified exactly what took place.
Therefore, in an attempt to overcome such vagueness. a thorough
investigation of EDT's work occurred through the objective
observation of practical activities by outside monitors. Bernard.
Peterson and Brown (1981)maintain that certain content areas, such
as the arts were not conducive to quant1ftcation, and therefore should
be evaluated through less prescriptive models. Observations
methodologies and other qualitative evidence have been suggested as
alternative or supplements to objective data. However, the
appropriateness of any methodology has to be dependent upon the
situation. WhUe the field notes method recommended by Lofland and
Lofland (1984) was useful, this became adapted to fit the particular
context of the study. Although notes were made during practical
sessions these focused on the given content, the approaches taken
and the attitudes that generally prevailed.
It was recognised at the outset that the use of observers to record
practical sessions might cause some disquiet among dance artists.
One drawback of the relatively short time span of the residency was
that dance artists had little time to growaccustomed to the observer's
presence in the practical classroom and elsewhere. In accordance with
Bryman (1988, p 112) and warnings about 'reactivity' or 'reactive
affects' the researcher anticipated the possibility of the observer effect
on dance artists in their formal and informal dealings with students,
and on the behaviour of students. However, Blease's (1983, p 214)
findings that this factor was lessened in the less formal setting of
practical work where teachers had greater freedom of movement was
encouraging.
To facilitate an ease between company members and the monttors an
informal dialogue was set up which allowed an exchange of ideas to
take place on the first day. Monitors were requested to be as
unobtrusive as possible and 'the need to obtain a degree of credibility
in the eyes of those being observed' (Blease,1983. p 214) was given
careful consideration. To counter Threadgold's (1985) observation of
the gulf between theorists and practitioners. stress was laid on the
interests of the observers in dance. and that they were in fact
studying the reality of the situation. The observers tried to be non-
threatening and stressed the study was not an evaluation of what
particular dance artists were doing. The intention was to be able to
identify what they did in practice, to be able to place their views in the
context of the other ACGBprojects, and for the observer to get a feel
of the residency. In practical work, interest was, at this stage, on what
happened with students and not on the personal performance of
dance artists. The researcher hoped that the observers would be seen
by the dance artists as sympathetic, dance-interested teachers
observing to get an idea of their views. the working situation, and
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what they did. Hence. the observers "remained a non-parttctpant
observer(s) throughout. and carefully established the role of friendly.
curious and non judgmental visitor" (Locke,1989. p 7). However. 10
the guise of a non-participant observer. interesting possibilities for
participation arose when monitors took part in practical sessions.
To make the process as objective as possible two monitors. who had
knowledge of dance as an art form and teaching expertise. undertook
the observation process. One was an experienced dance teacher
engaged in MA. study at the University of Sussex. The other had
recently completed a B.Ed. (Hons.) in Dance with a distinction in
teaching. Both had previous experience in. and were sympathetic to.
dance artists In education practice. To facilitate a systematic
procedure, briefing took place with the two monitors prior to the start
of the residency. Points covered included their role. the processes to
be followedWith dance artists and students. what to look for and how
to record data. To, check procedures and objectivity. they both
observed. monitored and recorded the same two sessions
independently and the residency co-ordinator covered two other
practical activities. Discussion between all three parties Identified
similarities. differences and any short-comings in the recording
system. This was then adapted. However. variation might have
occurred as monitors probably became less observant or. conversely.
more attentive as the tasks became better learned. or when they
participated In sessions. Other problems such as fatigue and bias may
also have influenced outcomes. Even so the arguments, put forward
by Cohan and Manion (1989) that mediated observation has a place in
research methodology havebeen affirmed in this study.
I ' ,
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In the rare event when the monitors participated in sessions mental
notes were made during the activity and jotted down immediately it
was finished. Hence, Lofland and Lofland's (1984, p 65) inscription of
field notes as a "running description of events, people, things heard
and overheard, conversations with people"was adapted. In this study
elements in the observation sheet directed the focus and any
descriptive feedback.
Although the limited availability of monitors prevented a record being
made of the work of every group, observation was carried out with
some curricuhrm groups across all years and particularly with eGA.
These all took place in the 'practical classroom' situation during time-
tabled sessions. Noteswere made either during the session or as soon
as possible afterwards. While Table 2 shows tfiat 28 sessions were
observed and recorded, the number of dance artists observed in a
week and in total varied ot'\d· was largely dependent on the residency
timetable. While most dance artists were observed working with
different groups, some were viewed teaching the same groups on more
than one occasion.
The designed observation format provided the vehicle through which
monitors recorded the work of dance artists with specific groups. In
particular, they noted their perceptions of what took place and how
students responded under the umbrella headings of technique and
workshops. To facilitate the process, the observation sheet was
divided into technique and creative work, and then into such further
sub-sections as content, artistry and methodology. The focus placed
on such factors then differed depending on whether they fell under
the 'technique' or 'creative' heading. For example, attention was drawn
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to how technique was adapted for a particular group: or a focus
wasplaced on the interrelationship between technical work and the
repertoire. A record was also made of the dance artist's. monitor's and
selected students' perceptions of how the aims of a session are
fulftlled.
TIme limitations prevented the observations sheet being piloted prior
to the start of the residency. Despite the objectivity and practicality of
the format being discussed with monitors amendments had to be,
made to its design once the research was in progress. In retrospect.
the observers were expected to do too much and subdivisions of the
main headings made the vast task they faced even more complicated.
While this resulted in the recording of generalised information which
may have been biased even less precise. comments were made when
monitors participated in sessions. This might well reflect how events
affected the observer rather than the group. Terminology also created
other problems as that used by the monitors and dance artists
appeared sometimes not to match. Thus. despite observers knowing
what to look for they did not always use the same language as the
dance artists to describe the activities seen. The unavailability of the
main monitor during the second week resulted in fewer activities
being observed than anticipated.
In total. 10 dance artists were observed in 29 sessions.
A blank copy of the observation sheet is included in Appendiz U.
0.6 Video Recordings.
While the observation and recording of sessions by outside monitors
was considered to be a central means for obtaining data. it was
recognised that one person could neither record all the practical work
undertaken in a session nor fully monitor teaching aspects. While
time. funding and personnel restraints prevented the project from
being filmed in totality the use of video to record activities was
expected initially to provide a general overview and record of the
residency at CSHM. However, this not only gave an impression of a
variety of activities but was particularly useful as it allowed the event
to be captured as it happened in an unbiased manner; Furthermore,
it enabled the researcher to return to data continually over a period of
time without losing the context or the content of what took place.
Bernard. Peterson and Brown (1981) confirmed the use of video taping
as a useful tool in mediated observations because of its pennanency.
Hence, in this study it has allowed access to the images portrayed and
thus to the data.
A structured programme of video recordings took place even though it
u.se-d
was initially only to provide an overall impression of the
"residency rather than as a major element in the research design.
Although itwas anticipated that dance artists might be anxious about
their work being recorded it was assumed that this would be less
impersonal and immediately threatening than monitors observing and
documenting sessions. Therefore in order to record a variety of
activities across all year groups filming started immediately. A focus
was placed on both the work undertaken with the majority of B.Ed.
(Hons.) PE students and on the activities of the two core groups.
Table 3 shows the number of times dance artists were video recorded
working with groups. The majority of these took place in week one
because of the changing format and purpose of the residency. While
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some practical sessions were also recorded In weeks two and three
those filmed in week four showed dance artists and students in other
contexts such as a rehearsal. a work-shop performance and the ftnal
sharing. The number of times that dance artists were recorded varied
Widely. In general. the work of each curriculum group was recorded
less consistently than the practical activities of the two core groups.
When the value of the collected material was recognised. a major
challenge was that research tools had to be designed which allowed
for the identification. analysis and interpretation of data. This task
took place over two phases. In the first. the material inherent within
"'ecorde~
each video session was identifted and interpreted in verbal form. In
II
the second. tools in the form of analytical tables had to be designed
which allowed for the analysis of data. Adaption of an analytical model
pioneered by Adshead et al (1988) enabled content to be identifted In
relation to dance as an art form. sub-divided under the umbrella
headings of technique. a range ofworkshops and choreographic work.
In addition. as content and presentation had a particular relationship
which required further exploration. use was made of the Mosston
(Mosston and Ashworth. 1986) spectrum to identify a distinct range of
teaching styles and to separate these from the material presented. It
also allowed such essential practices as demonstration and correction
to be pinpointed. This model has been used extensively as a means of
appraising teaching objectivity in initial teacher training for PE and
Dance students since the mid 1980s. and has been focused on InHMI
directed courses. Hence. analysiS of the practical activities (video
recorded) on an adaptation of the Mosston spectrum enabled
identification of the teaching approaches adopted. and clarified the
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Similarities and differences evident in technique and workshop
activities. Together these two formats provided the means to verify or
to question data obtained from other sources and also allowed new
issues to be identlfted.
0.7 Llmltatlon8 of the fieldwork.
Yin (1989) regards the opportunity of using many different sources of
evidence as a major strength of case study data. The range of
techniques of data collectionwithin this particular case study method
rather than a reliance on one technique importantly offered the
researcher a strategy for validating data akin to Denzin's (1970)
'within method' triangulation.
Unfortunately the timing of the case study prevented the feasibUity of
the methods being piloted in an exercise incorporating all the
techniques. This might have proved that the method was feasible and
given forewarning of unforeseen problems. In particular, it might have
alerted the researcher to the massive amount of data which would be
accumulated from transcribing interview tapes and writing up
observations of the video recorded work. Similarly, although the
willingness of subjects had been recognised as a key factor it had not
been tried in practice. Overall, the time span between the acceptance
of the residency proposal and the fieldwork (2.5 months) prevented
clarification of set goals, refinement of the methods used and the
piloting of research instruments. This has to be borne in mind when
considering the limitations of specific research methods.
The residency co-ordinator and EDT management assumed that
dance artists would find the presence and use of a video camera less
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inhibiting than the initial attendance of observers. The familiarity of
dance artists with video recording company rehearsals allowed them
to accept its use in the residency context more easily than they might
have done. Even so some individuals found its presence an added
pressure. Practical considerations, such as the pre-planning required
to book technicians in weeks two, three and four and in the evenings,
prevented work being video recorded spontaneously.
Yet despite dance artists being fam1liar with, and accepting the
principle of their work being recorded it did, in practice, result in
added pressure. In particular, the two dance artists who taught most
of the practical work in weeks two, three and four were the most
affected. This was exacerbated for one individual who was also
responsible for the work of one of the two core groups. In addition
both dance artists who took on the role of the choreographer may
have experienced further tension because of working towards a tlnal
performance.
The interpretation and analysis of video recorded work posed a series
of challenges. The initial analysis of what actually took place was
extremely time consuming. With hindsight, too much detail was
transcribed about the content and teaching approaches found in each
session. Although these were written up in detail a more general
analysis had to take place to enable the researcher to make sense of
the mass of data. If this had taken place during the interpretation
stage it could have eased time pressures and more importantly, might
have affected the design of the analytical tables. Similarly while the
researcher was aware of the need to pilot the tables used this was
impractical because of time constraints.
Although the interviewing strategy employed could be regarded as
successful with hindsight the intention to phase and schedule
interviews en route and post the residency required more thought.
The assumption that they could all take place during the four week
period did not take into account the time pressures experienced by all
three groups. Um1tations were imposed as the random selection and
Interviewees did not followprocedures outlined by Oppenheim (1966).
Moser and Kalton (1971) and Clarke and Clarke (1984). Subsequently.
despite a large percentage of these taking place during the first week.
the work loads of dance artists and students prevented individuals
from being easily accessible. Hence some selection became dependent
upon availability.
The design of the interview was also subject to alteration.
Modiftcations were made to some questions to make them even more
pertinent for spec1ftcinterviewees or to allow them to comply with the
phasing of the interviews throughout the residency period. Longer
questions were broken down Into a series of short and more direct
questions. and language became adjusted to refocus the respondents'
answers. But as Oppenheim (1966) claimed this, and emotionally
loaded words and! or phrases, might have coloured answers. Equally
important, the assumptions made by the researcher that all
respondents would have the required knowledge to answer the
Interview questions proved Inaccurate.
Oppenheim (1966) and Clarke and Clarke (1984) identified that the
Interrelationship of the three variables - the respondent. the
interviewer and the interview schedule - could affect results. In
particular. they refer to the problems of rapport and Interviewer bias
as being of major importance in data collection. As the
standardisation of interview questions and procedures were not
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always followed through, results may have been coloured. The timing
of interviews and subjects targeted may have resulted also in the
rephrasing of questions to redress balance. However. the most
important aim was to set up some rapport with dance artists rather
than immediately probing for information. Measor's (l985b, p 57)
reflection about getting access to the interviewees' "lifeand view of the
world" through shared interests and assured anonymity can be
applied to the interviews as a whole.
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Oppenheim (1966), Moser and Kalton (1971) and Clarke and Clarke
(1984) claimed that surveys generally produce reliable but less
detailed information than interviews. and that their strengths are
twofold. First they enabled the efficient collection of data on a large
number of individuals: second they allowed for a precise comparison
to be made between the answers of respondents. However. despite the
advantages of the survey method. problems were experienced with the
questionnaires designed for this particular project. These fell Into the
categories of piloting. implementation/time. design and analysis. Time
pressures resulted in only questionnaires one and two being piloted
with student groups and these were selected for ease of access rather
than in the random manner recommended by Moser and Kalton
(1971). Other questionnaires were checked by colleagues to see if they
were logtcal. easy to follow.misleading or biased. A further limitation
may have been imposed as students in the random group were not
selected totally from those with comparable experience in course
length.
Although the distribution of questionnaires was easy, they became
Increasingly diftlcult to collect. In particular neither second nor fourth
year students viewed the completion of the last questionnaire as a
prtortty and prompting for returns was difficult because of limited
contact with particular cohorts. Similarly the workloads of dance
artists affected the number of returns. They may have regarded them
as an unnecessary chore and/or been suspicious of their use. In
contrast, the small sample of dance tutors made for easy collection of
questionnaires.
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Although Oppenheim (1966) and Moser and Kalton (1971) stressed
the importance of maintaining interest in questionnaires, this was not
followed through totally in practice. The format and length of
questionnaires three and four required modification and
questionnaires two and five needed simplifying. Umitations were also
imposed on the study by the variety of responses given to open
questions and by the subsequent decoding. SimUarly some questions
were too open, or too much space was left for 'any other comments'. In
such instances the variety of statements was difficult to interpret.
Despite warnings by Oppenheim (1966) about the importance of the
language, problems arose even though an attempt had been made to
avoid ambiguities. Therefore, terminology used by dance artists. dance
educators and students did not always coincide. As an educator, the
researcher probably used definitions less familiar with the
professional dance world. This, together with the academiC tum of the
questionnaire, may have further disadvantaged dance artists.
The importance of confidentiality and anonymity has been stressed by
Oppenheim (1966), Moser and Kalton (1971) and Clarke and Clarke
(1984). Despite the emphasis placed on this with all respondents,
some individuals may have been apprehensive about the
confidentiality of the information. In particular dance tutors could
have been apprehensive as a small sample might have made
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statements which were identlftable.
Overall, the use of extensive video recordings produced an unexpected
mass of material for research purposes. This material focused on
technique, repertoire, reconstruction and choreography. The richness
of the video data provides a special opportunity to investigate the
focus, intent and approach as taken by dance artists in practice.
Significantly, the wealth and diversity of the data influenced the
direction of the research, and the survey questionnaire data became
supportive to the findings from the other research tools rather than a
primary element of the study. (Questionnaire survey material remains
with the author).
One of the main problems of the research was that the mass of
material that was acquired had to be interpreted. Rose (1982, p 124)
offers the useful explanation of the process involved when dealing
with deciphering qualitative data and the data analysis process. He
considered that whatever the strategy employed, the researcher is
always involved in 'a cyclable process of data analysis' which is 'one of
progressive refinement or revision of results (e.g. concept, description)
until they are consistent with the data'. Thus, the aim where there is
more than one case is to build a general explanation that fits each of
the cases even though they will vary in detail. Rose (1982, p 124)
suggested that tentative results which may be no more than hunches
at the start are progressively revised and repeatedly checked through
combing through field notes and other data. McDonald and Walker
(1975, p 9) believed that in case study research 'proof is rarely
obtainable', and proposed that the main means of validation was
cross-checking where the researcher is guided by the pursuit of
discrepancy. Hence, any inconsistencies or negative cases played a
crucial role in the analysis process. To this end models for the
analysis of data had to be devised to handle evidence, to develop a
model and to reach conclusions (Yin, 1989).
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The culmination of all the methods and techniques used during the
research process could be regarded as exploratory because of the lack
of previous research. This led to the identlftcation of ongoing pressing
concerns and emerging foci. The research process began with the
researcher's acquaintance with the general ltterature relating to dance
artists within education, progressed through the various stages of the
questionnaire. interview. and observation design. and how these. and
video recordings were implemented. Finally, the more Interpretive case
study phase is presented In Chapter 6. Overall. the use of more than
one method was seen as particularly appropriate and an important
strategy in exploratory research of this nature. In particular. the
major case study phase allowed the foci to emerge and be
Investigated, as well as providing an overall picture which allowed an
understanding of the topic.
It could be argued that the focus on one company with their spectftc
education contexts Iimtts the results of the findings. However. while
each company will have its own philosophy which determines current
practice. it was anticipated that the results would reflect the practice
of others Involved in dance artists in education programmes. Finally.
the time gap between the event of the residency and the presentation
of this study might seem to ltmtt the relevance of the findings to the
recommendations. However. discussion in Part 3 suggests that many
of the issues identified in the findings continue to recur in current
projects.
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The analysis of data from the four research methods employed has led
to a reappraisal of the methodologies. The assumption at the outset
that the observed sessions would yield the core of the research
material was not justified. Ukewtse, while the observed records gave
an overall impression, the detail obtained was, on its own, tnsufflcient
to provide in-depth insight into the activities undertaken. In contrast,
expectations that video material would provide an overall record of the
residency and substantiate observed evidence was surpassed. The
main value of the video recording centred on the availability and
constant access it allowed for analysis of material. In practice the key
to the majority of the residency came from the video recordings as
they provided confirmation, when cross-referencing, of
what took place in observed sessions. The undisputed value of the
interviews was the in-depth tnformatton which they yielded in spite of
procedures not always being followedthrough. A chance was taken on
the posstbtltty of bias for the sake of richness and spontaneity of
information that only the interview can give. This added a further
dtmenston.
The inherent weakness of the questionnaire survey should not be seen
as detracting from the status of the findings. The primary analyses of
data are comparative. and the level and significance of findings from
one group in relation to another are not adversely affected. What is
more, the analyses in detail of material from video recordings are
particularly significant for this study. The findings that have been
reported are those that, in combination with other evidence. are
highly trustworthy.
Bell and Newby (1977) comment on the tendency of multi-method
research to trust one sort of data rather than the other. In this case.
the qualitative findings have been believed. and when there were
apparent contradictions or anomalies. these have been explained
through qualitative insights gained from a comparison of data from all
three sources: i.e. video recordings, documentation from observed
sessions, and interviews. Acknowledging such weaknesses as there
are. and making reasoned Judgements about the status of the data,
are methodological strengths.
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It is believed that the integrated use of such research tools as video
recordings, observed sessions and interviews in this study has
pioneered a new approach to dance research. The multi-pluralist
approach adopted, together with the analytical stance taken to the
data, have enabled the concerns of dance artists in education practice
to be recorded, analysed and interpreted more fully than hitherto. It is
believed that the 'limitations experienced and addressed here could be
built on for future work.
Finally, the researcher acknowledges that her values, beliefs and
behaviour might have coloured impressions, interpretations and
evaluation of the results. Although this influence cannot be
eliminated, recognising it and the aforementioned limitations has
helped to ensure that the investigation has been conducted as
objectively as the situation allowed. Throughout, the researcher's
interest and commitment has been in the pursuit of truth.
Having described and accounted for the way the research has
developed, Chapter 6 is primarily concerned with presentation,
analysis and discussion of the data generated in the field work. The
significant contribution made by this data to the understanding of
dance artists in education is then discussed in Chapter 7.
PARTS
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Discussion of Results: Analysis and Appraisal.
6.1 introduction.
Discussion In Chapters 1 and 2 provides the foundation for the
growth of the dance artists In education movement. Chapter 3
ident1ftes the central Interest of CSHMand EDT In projects and sets
the context In which the residency took place. A description of the
preparation, implementation and followup phases of the case study
in Chapter 4 draws together crucial material for this study.
Consideration of the various research methods employed and their
implementation in Chapter 5 also makes reference to the tools
designed to facilitate data collection and its interpretation.
o.t\cI
Significantly this Chapter draws together analyses, Interprets and
- ~
appraises the material which stemmed from the case study.
Table 2 (Chapter 5) displays the range of practical activities observed.
Discussion under the umbrella headings of choreography,
performance and appreciation shows the importance given to each
aspect throughout the residency. Table 3 (Chapter 5) shows that a
number of activities were video recorded, or observed, or, in some
cases, video recorded and observed. Hence, ways had to be devised to
CU'Io.&se- and to re. C.01".c] . data. While interim tables and detailed
.tabulations remain with the author, various samples are Included In
Appendlz 3. These records, together with interview material and the
CSHM report (1985), provide the foundations on which the following
discussion is based. Significantly, the results would have not been
sufficient without the opportunity allowed to constantly cross check
data. But even then the researcher was looking beyond the immediate
data. She was aiming to see if there were any underlying issues
congruent with those from general dance artists in education practice
as well as others which opened new areas for discussion (see Chapter
7).
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6.2 Aims and objectives of the residency.
The relative success or failure of the EDT/CS~ ACGB project was
dependent to a great extent on the detailed planning and timetabUng
that took place between all three parties. Early negotiations With
ACGB, EDT and CSHMexplored the possibilities of the residency, the
compatibility of the proposed partners and anticipated aims. However,
as representatives from the ACGB, or the company, or Polytechntc
tutors, or the LEAwere at times absent from crucial meetings aims
remained at the superficial and all-embracing level. In addition, the
prime importance given to artistic goals and the experiential nature of
the project culminated in the minimisation of education aims, some
bewilderment about expected outcomes, and confusion about the real
purpose of the project. This reflected other practice of the time (see
2.3).
Despite the ACGB's move to place projects in higher education no
statement was forthcoming which outlined the special circumstances
encountered. The shift may have been in response to CSHM's earlier
involvement in project work or, alternatively, an attempt to widen the
scope of dance within a particular teacher training institution in
which students studied dance within the PE context. If so Claid's
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desire to influence the future development of dance in higher
education may have been in response to a hidden ACGB agenda
(Interview A). Whether such aims underpinned the emergence of the
dance artists in educatlon scheme in general are returned to in 7.3.
In an attempt to clarify how the overall aims of the EDT/ CSHM
project were to be interpreted in practice, dance tutors discussed
residency objectives with dance artists. Yet, despite this move,
interview material (5.4) revealed that company members were stlll
uncertain about project expectatlons and what needed to take place
under the umbrella headings of technique, workshops and
choreography. Similarly, CSHM's wider aims which related to the
more global ACGB scheme also required further clarificatlon. Overall
the CSHM/EDT residency exemplified the crucial need for project
partners to articulate clearly main aims and objectives prior to any
form of specific planning taking place. This has repercussions for
other dance artists in education projects and is returned to for further
discussion in 7.3.
8.21 Planntngand poet-project phuee.
In line with ACGB practlce of the time, planning initially took place
between the ACGB, EDT and CSHM.This enabled a productive liaison
between all three parties which, in many respects, facilitated what
was considered to be at the time thorough preparation and planning.
Even so the mechanics for the making and Implementation of
decisions were not always beneficial to the overall programme. With
hindsight, the general outcome could have benefittd from a meeting
fI
structure which allowed relevant Heads of Departments, B.Ed. course
leaders, and the co-ordinator to meet together to discuss cross-faculty
Curriculum tmpltcations, course assignments and student workloads.
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A common decision on such matters could have eased some of the
difficulties encountered.
Overall, pre-residency expectations affected the initial approach of
dance artists and dance tutors to planning. The width of aims
resulted in the variety and number of activities offered and thus in the
project falling into the trap of trying to do too much. Both the CSHM
(1985) and EDT (1985) reports exposed that preparatory discussions
concentrated on activities rather than on a collaborative in-depth
consideration about residency outcomes.
The timing of the residency was crucial to both parties. The two sets
of work patterns peculiar to Brighton Polytechnic and the company
created tensions which had implications for the project as a whole.
The change of dates discussed in 4.2 had severe outcomes. These set
into motion a sequence of in-house negotiations across departments
and faculties to ensure that residency commitments could be
honoured. However, as the issue was not fully resolved students
already disadvantaged because of teaching practice obligations were
further penalised. The impact of the final week was also diminished
for general third and fourth year students. Therefore, questions were
raised about how far either party should be expected to compromise
their plans and at what point this becomes unrealistic. While such
circumstances were project-specific they also mirrored other dance
artists in education practice (see 2.3 and 3.32). Hence, the principles
on which understandings were made and .on what grounds these
might be modifled are returned to for further discussion in 7.4.
The anticipated orientation period for the company at CSHM did not
take place. Both the CSHM (1985) and EDT (1985) reports revealed
the tension between agreement in principle, what was realistic for
dance artists stretched by a heavy touring schedule (InterviewA). and
the nature of what took place. WhUe all three parties identified that
preparation was crucial neither the company nor individual dance
artists were as thoroughly prepared as they might have been (CSHM.
1985: Interviews A-D.TI-3).
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Equally. the CSHM report (1985) exposed that the perceptions of
students and those of dance tutors about preparation did not
coincide. Despite the measures taken to inform students of what was
going to take place dance tutors could only resort to generalities as
EDT had not been explicit about its intentions. Even so the Artistic
Director maintained that dance tutors could have done more than
they did to prepare themselves and students (InterviewA). While the
main problem stemmed from the company's ideas and planning
remaining vague (Interview A. 1'2/3) these issues go beyond this
particular residency. These are returned to in 7.3 and 7.4.
6.22 Follow-upmeeting and evaluation.
Throughout preparatory discussions the ACGBstressed with EDT and
CSHM the implicit nature of follow-up work and used the term to
cover four interrelated facets: the follow up meeting. monitoring.
evaluation and further work with dance artists (CSHM 1985).
However. as no aims for this stage of the residency were discussed
with project partners. neither the similarities. nor differences. nor
specific conditions for each feature were ever defined.
Although the ACGBprovided guidelines for evaluation at the followup
meeting neither dance artists. nor dance tutors. nor student
representatives were clear of exactly what was expected of them.
Therefore. as dance artists and dance tutors were unsure about how
to proceed, neither the dialogue that took place nor its resulting
action was as effective as itmight have been. This was symptomatic of
two far more fundamental concerns. First, the absence of clear aims
and specific objectives led to confusion about the nature and intent of
each activity. Second, failure to separate ongoing appraisal, evaluation
procedures, and future work with dance artists resulted in neither
party knowing exactly what was expected.
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On completion of the residency. partners each wrote a report for the
ACGB which outlined its structure together with successes and
shortcomings (CSHM, 1985: EDT. 1985). In general. these were highly
supportive and lacked objective critical appraisal. While they raised
only one issue of concern. the lack of detailed preparation. more
specific comment on the effect of the residency on student learning
was presented in an appendix to the CSHM report. However. to
reiterate a point made earlier, in general lack of clear residency aims
and objectives and guidelines for the reports prevented any realistic
evaluation. Moreover. the value placed on either document was
suspect as no joint discussion about the findings took place between
the ACGB. EDT and CSHM.
Of the proposals for further work with dance artists referred to in 4.4
funding Implications prevented CSHM from hosting a one week
residency with EDT (CSHM, 1985: EDT. 1985). Similarly. financial
constraints and the realities of long term planning precluded CSHM
from integrating project work on a regular basis into the B.Ed
programme. In practice the most realistic option for the academic year
1985-1986 was for one or two dance artists to return to CSHM to
work with similar groups of students to those in the two core groups.
But even this was restricted further by such restraints as funding.
and/or timing. and/or the company's schedule and/or degree
commitments. In the event touring pressures and other company
demands resulted in EDT losing its impetus for further contact with
CSHM. Trying to match the availabUity of dance artists with degree
commitments was equally problematic for CSHM. Hence. only one
dance artist returned to CSHM to undertake further work with
students.
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Three main issues arose from the follow-up work of the CSHM/EDT
residency which had repercussions for other project work. First. the
ACGBneeded to define and to clarify more explicitly the objectives for
its seemingly different phases (see 7.3). Second. the fundamental
relationship between aims, objectives and follow-up work required
further thought (see 7.3 and 7.7). Third, the principles on which
further contact with dance artists was based needed to be examined
in relation to funding tmpltcattons.
8.3 Residency structure: issues of relevance.
Despite the focus placed on timetable design during the preparatory
period. concerns arose which required modification or clarification.
The length of practical sessions caused difficulties for both the
company and students. The priorities that each dance artist placed on
certain aspects of work undoubtedly influenced their attitude. and
ultimately that of students. to the length of sessions (Interview B. C. I.
J). Nevertheless. the time element cannot be considered in isolation
from either the material taught or the teaching abiUty of individual
dance artists. These underpinned the problems encountered in both
one and two hour sessions.
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The idealistic proposal of the ACGB to bring together two student
groups studying dance (albeit in different contexts) to share residency
activtttes proved to be problematic. The assumption made by the
ACGB, dance tutors and dance artists that this would be advanta-
geous to students did not take account of the implications. Dance
tutors failed to foresee the degree of risk that individuals would feel
when working with others from different degree backgrounds or the
adverse repercussions that this would have throughout week one
upon the CSHM student body (CSHM, 1985). Difficulties became
manifest in over-large classes when Expressive Arts students
randomly selected the sessions they attended. Other problems
emerged such as parttctpants feeling inhibited. unconfident or
inadequate when students worked in mixed and cross-year groupings.
These were then further exacerbated when students were taught by
dance artists they did not know. Furthermore. the issue of how to
involve the fourth year as a whole did not satisfy this particular
cohort. Overall. the EDTICSHM residency revealed that the ways in
which students were grouped into working units needed further
consideration so as not to dilute the outcomes.
One of the most difficult things for students and dance tutors to
handle was that there was no let up of their other work. Tensions
were experienced between fulftlling residency commitments. degree
assignments and ongoing course work expectations (CSHM. 1985).
These were exacerbated further when some staff openly questioned
the value of the residency. Such problems prevented students from
giving even more time. and reinforced stereotype judgements at CSHM
about the role of dance for "dancers", "non-dancers" and male
students.
Equally. dance tutors faced a similar problem as they were expected
to fulfil normal teaching commitments. The pull and the intense
feeling of guilt about not being around either residency or eSHM
COmmitments prevented dance tutors from totally benefiting from the
~
project (InterviewT2). Thus. the workloads of staff also required some
degree of modification. These issues have implications for the wider
debate and are returned to in 7.5.
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The question of how much time students should have with company
members recurred constantly In the breadth-versus-depth debate
throughout planning discussions. In practice the perceived need to
involve students in as many dance activities as possible resulted in
the varied and ongoing contact with dance artists shown in Table 4.
However. both the eSHM (1985) report and interview material (51-4)
revealed the apprehension and dissatisfaction felt by students when
working with a variety of company members. In particular.
drsappomtment was expressed about relationships not being
maintained and work not being followed through. Limited time.
together with lack of continuity with one specific dance artist. caused
anxiety and prevented students from gaining as much from the
residency as they ought to have done.
The breadth-versus-depth debate was equally problematic for some
dance artists. Interview material (C. I. J) revealed that the stance
taken by individuals was dependent upon whether or not dance
artists had prior experience of working with a range of groups other
than their peers. Dance artists more accustomed to the teaching role
were not satisfied with the varied contact with student groups. Other
company members were less concerned about the number of times
they taught groups (InterviewsH. E).
In general. residency experiences were somewhat governed by the
dance artists with whom students had contact. and by whether they
were in curriculum or intensive groups. The lack of coherence
experienced by those in the former contrasted with the deep involve-
ment of core group students with dance artists committed to the task
of choreography. The Significant and developmental dance experience
for these groups allowed individuals the good experience of doing
something well (CSHM. 1985). As both occurrences reflect what has
happened in projects of any length they are returned to for further
discussion in 7.4 and 8.3.
8.4 Nature of the content: Choreography.
Table 1 (Chapter 4) displayed the variety of activities which focused
on choreography to some degree. These are discussed here under the
sub-headings of repertoire. or the prtnclples of choreography. or
choreography. The interim tables which show the full working out of
data remain with the author. However. in Appendix III various
samples of detailed tabulation show exactly what took place under
each of these headings. While each aspect was analysed separately
under general and core group headings they were then combined into
one table.
Participation in repertoire-based workshops as a central feature of the
residency provided students with a particular experience of. and
practical engagement in. exemplars of the public world of dance as an
art form. Although dance artists and dance tutors agreed jointly that
one dance. Field Study (DavidGordon. 1984). was to be used as the
basis for much of the practical work. discussion did not go beyond a
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TableNo4 STUDENTGROUPS-
CONTACT~HDANCEAR~TS
(No. of sessions)
Dance
artist
A
B
C
D
2 1 1 1 18
1 2 1 1 2 3
1 1 1 1 1 1 3 1
2 1 1 1
1 1
3 1 1
I I 1 1 I I
3 1 1 1 3 2 1 2 3 2 3 15
3 1 1 1 1 1 1 1
1 I
lA lB IC lDI2A 2B 2C 2D 3A 3Al 3C 3D 3A2 4 PO COA COB
3D
E
F
G
H
I
J
K
Student Groups
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superficial level. Similarly. limited negotiations took place on the
simplistic or more in-depth approaches that might be appropriate for
particular cohorts.
The absence of an explicit company policy for repertoire-based
workshops resulted in no agreed objectives or criteria for the selection
of dances or particular sections focused on throughout the project.
This. together with the lack of detailed planning (Interview A) resulted
in dance artists not knowing what content to present or how to
Sc.hoo/'s
approach sessions. In spite of support from the CSHM (1985) report
"
for the use of repertoire-based workshops interview material (SI-4.
TI-3) revealed disappointment that the possibilities for such work had
not been addressed fully. This was partially due to there being no
discussion about who should select the' .focus af sess;on S.
Table 15shows the varied emphases placed on the four dances used
as the main content for practical work.
The analyses of workshop content. under the beadings of repertoire-
based workshops and reconstruction (as exemplified In Table A and
Table B in AppencUz m) disclosed the diversity of material presented
to particular cohorts and across year groups. Overall. approaches,
practical interpretations, and procedures varied with groups and
across cohorts. While choreographic principles were focused on at
times, more frequently spec1ftcmovements and/or phrases were either
taught or used as the base for creative work. Although dance artists
sometimes emphasised one of the aforementioned aspects at others
they amalgamated a number of approaches. In general. interview mat-
erial (A3: D 1-4: 5 1-14) suggested that the wide and mconststent
Table 5 Workshops bued on repertoire - identiflcation
and number of video-recorded and observer-
monitored sessions
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The table shows the dances focused on in repertoire-based workshops, the
number of times they were used. the identification numbers of the video
recordings and monitored observations, and the student groups taught
DUlce NUIIlber Jdenti8catiOD Number Grou..
Video Moaitor
Field Stuqy 2 6 1 lA
(David Gordon, 1984) 1 32 3A1
Ombres Elect:rtg.ues 4 13 11 1B
(Daniel Lan1eu, 1984) 16.1 16 2A+2B
14 14 2D
23 23 20
~glkcd ~nata 6 22 lA
(Dan Wagoner. 1981) 22 IC
20 3C+3D
33 3A2
17 PG
26 PG
.l2XU 4 25.1 26 1B+ID
(Michael Clarke. 1983) 25 26 IA+ 1C
32 3A1
24 4
approach to repertoire-based work dertved from dance artists making
individual decisions.
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Two other related contrasting practices also emerged. First, although
some dance artists explicitly focused on choreographic devices and
concepts others assumed that these were implicit within the
movements and phrases taught. Second. dance artists either used
critical appraisal as the means to evaluate the developing
choreographic structure or placed little. if any. importance on
evaluatrve comments.
Overall. the notion of focusing workshop activities on EDT's
repertoire, agreed in principle during the planning stages of the
residency. was only partially realised. This resulted in:
1) different forms of experience related to the samples of the
repertoire taught:
2) a varied focus placed on the dances and content introduced to
student groups:
3) inconsistency of experience for students in year groups;
4) some duplication ofwork:
5) inappropriate selection by dance tutors of movement content for
particular groups.
Three central issues arose from the use of repertoire as the central
focus for workshops. First, concern was expressed about the lack of
crtterta for the selection of the dances and particular sections chosen
for practical work. Second, dance artists were unclear and confused
about the intent of a session, its outcome, and the different
approaches taken. Third, dance artists were inconsistent in how they
translated and passed on information to students. While the use of
repertoire as a basis for workshop activity could not be totally
divorced from teaching issues, the latter have been considered
separately in 6.7.
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The sub-heading "principles of choreography" arose from Adshead's
(1981) claim, discussed in 1.3 and 1.4, that a body of knowledge
structures both the notions of choreography and the practices which
arise from these. An adaptation of Adshead et al's (1988) analytical
model in Table 6 shows the common elements which underpin this
notion. While such elements provided the content for workshops
based on the principles of choreography, changes necessarily took
place depending upon the genre of the dance studied.
Even though preparatory meetings explored the possibilities of this
type of work, project partners did not come to any joint agreement
about the approach to be taken or the content that should be
introduced to cohorts or particular groups. Fundamental to the
concerns which emerged were the absence of a company policy, in-
depth discussion, and the assumption that company members could
automatically provide partiCipants with insight into their unique
experience of dance as art.
Analysis of the content of workshops based on the principles of
choreography (seeTable C as an example in AppencUz ID) showed an
inconsistent approach to the development of choreographic work.
These findings were reaftlrmed by dance tutors (Interview 1-3) and
students (Interview 1-4) who noted their concern about the lack of
emphasis placed on choreographic principles and their development.
While subject matter was essentially abstract in nature. treated in a
Table 6 PRINCIPLES OF CHOREOGRAPHY- mENTIFIABLE
COMPONENTS (adapted from Ad.head et al, 1988)
Identifiable Components:
Subject Matter 1Contept pure movement 1story 1
theme I topic I idea-----------------------------
Treatment representational 1
narrative 1Uterail
abstract 1 lyrical I
impressionistic
---- ...._-----------------------
-----------------------------
Movement pstures I bends I
extensions I twists I turns 1
steppiDg I runnlnll
JumpiDg I falllni
sbape I pattern 1 line 1
cIirectIon IIewII
location Inperformance
space
teasion--torce I
streDgtII-Babtness I
speed-tempo I duration I
rhythm
simultaneous occurrence
~movement with spadal
+dynamic elements
sbaplna dances, Individual
or groups of bodies in
stage space
performance area,
oostumes and props
Spatial elements
Dynamic elements
Clamters ofmovement elements
VIsual setting I environment
Music 1Accompaniment
Nodonsofcboreogr.apby
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contemporary mode. and had its roots in either Graham or
Cunningham or new dance work. approaches varied. Table C also
exposed the different emphasis placed on such aspects as spatial and
dynamic elements. how these were clustered and used in shaping the
dance. and the introduction of varied choreographic concepts.
Ukewtse. differences were also apparent in how dance artists focused
on the use of relationships .
Despite the selection of dance artists who took on the role of a
choreographer being critical to the success of intensive work little
discussion took place between EDT and CSHM about this issue (see
4.2). Sim1larly. little consideration was given to the appropriateness of
the choreographic ideas for the expertise of each group even though
dance artists had to deal with very different types of students in terms
of motivation and involvement. In practice. the focus with dance
specialrst students in eGA was on dance knowledge and performance.
In contrast. the emphasis with CGBstudents was on selected ideas to
which the group could relate. This was important as this dance artist
had to deal With such student Inhibitions as lack of confidence and
their perception that they were not dancers (CSHM. 1985. Interview
T2).
The CSHM (1985) report and interview material (51-4. TI-3) main-
tained that first hand engagement in decision enabled the two core
groups to come to a greater understanding of choreographic principles
and the processes involved in the creation of a dance. Involvement in
such necessary prerequisites for performance as rehearsals also
moved students into the realm of theatrical presentation. Hence, as
students in both groups took upon themselves the role of the
professional they gained an immense satisfaction from doing
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something well. Yet in spite of the success of performance elements
(see 4.6) dance tutors (Interview 1-3) and the Artistic Director
(Interview A) expressed disappointment that CGA students had not
realised their full choreographic potential. The mismatch between
stretching students physically and the choreographic focus was due in
part to the difficulties experienced by the dance artist when in the
choreographic role (Interview A). The added anxiety of completing a
dance which was to be viewed by funding agencies may have
compounded the issue (CSHM.1985).
Despite the agreement that curriculum groups would focus on key
works from the repertoire. no planned company policy was followed.
There was. therefore. no framework within which individual dance
artists could make decisions about the content or approach to
workshop sessions. This led to :
1) individual dance artists selecting the intention and content of
sessions;
2) no set criteria which underpinned the selection of the dances. or
the sections focused on. or the approaches used;
3) no criteria for the selection of choreographic principles:
4) workshops which focused on either key works from the
repertoire. or on principles of choreography. or on a mixture of
both. or on reordered technique exercises;
5) little consideration for the appropriateness of material or
approach taken to practical work with each cohort or across year
groups.
Subsequently. students experienced:
1) little. if any. progression or development of work either in
one-off sessions or when taught a number of times by the
same dance artist: 167
2) different approaches to workshops based on key works from the
repertoire:
3) no explicit focus on choreographic principles in workshops based
on repertoire;
4) no stress on the choreographic process and/or its devices in
workshops supposedly based on the principles of choreography.
6.5 Natureof the content: Performance.
Performance included a variety of situations in which the company
and/ or students presented dance to an audience within formal and
informal contexts. Students were also engaged in performance
elements to varying degrees in practical activities. These aspects are
considered separately.
The performance aspect of EDTs work provided a professional dance
model to which students could aspire. placed the lecture
demonstration within the theatrical context and became the
inspiration element onto which the maJortty of practical activities were
built, Overall the varied programme broadened the students' concepts
of dance as an art form and reaftlnned the role of the dance artist as
performer. In general, students understood. were more interested In.
and associated more easily with. . dances which they had9f
acquired some prior experience In either the lecture demonstration
"
and/or practical sessions. However, the Individual Judgements of
students were influenced by a growing knowledge of dance
particularly when a work was of a more abstract nature.
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Despite the success of the company performance tutors and students
)
raised three questions (CSHM. 1985. Interview Tl. 2). First. should
there be agreed criteria for the selection of those dances performed
within an education context? Second. how could participants have
been given more insight into the dances presented prior to the
company's performance? Third. how could performance be used
to motivate further the work of participants? These issues
/
are returned to in 5.5 ,
Even though the lecture demonstration provided a common reference
paint. the perceptions about what it achieved differed. While the
Artistic Director viewed it as a successful learning experience both
students and dance tutors raised questions about its organisation.
format and mode of presentation. Concerns were raised about its
design and presentation; the appropriate size and make-up of the
audience for active viewing. interaction and discussion with dance
artists; and the minimal insight that students were given into viewed
work. In reality. how effective the lecture demonstration was as a
vehicle for introducing dance work depended mainly on the clarity of
communication between dance artists and students.
The degree of success attributed to the company's "Movement
Research" period depended on the perspectives of dance artists. stu-
dents and dance tutors (CSHM.1985; EDT.1985; SI-4. TI-3). In spite
of its inclusion being a positive and highly profitable experience for
the company it prevented students from having contact with most
dance artists in the mid-residency period. However. the EDT (1985)
and CSHM(1985) reports disclosed a disappointment and frustration
that this unique opportunity was not utilised fully by dance artists
and dance educators. Both parties pin-pointed confusions could
have been avoided if the company had clarified when sessions were
open to observers.
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The workshop performance provided a platform for dances to be
shared with an audience which arose from the company "movement
research" period. the EDT repertoire and selected student groups
(CSHM. 1985). While the success of the company improvisation as a
shared activity with the audience was noted in the CSHM (1985)
report no mention was made of the physical expertise of the dancers
in any of the performed dances.
Appraisal of the student choreography was minimal. While students
were surprised at the ideas and formation of the dances created they
found the CGB dance more accessible than the abstract "Chance"
work choreographed with CGA (C5HM. 1985: Interview 51-4).
Whether students were able to appreciate work that neither had a
"story line" nor included a wide range of content reflected individual
degrees of dance knowledge. Interestingly. the Artistic Director
equated the successful outcome of the CGa piece with the ability of
the dance artist who worked with the group (InterviewA).
The professional attitudes. the performance standards achieved and
the reception that the two core group dances received was commented
on favourably by all dance artists, students and dance tutors (CSHM.
1985: Interviews A. I-J: S1-4: T1-3). Students were impressed particu-
larly by the success and "excellent" level of performance achieved by
individuals termed "non dancers" and "games players" (CSHM,1985:
Interviews 51-4). Similarly. dance artists were surprised at the ability
of individuals in CGA and Performance Group who strove to meet
quasi-professional standards (Interviews A. L. J). The fact that the
dance artists failed to perceive initially the ability of these particular
students reafftnned the need for an orientation period.
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In common with other ACGBpractice of the time (see 2.3) the Artistic
Director used the closing stages of the residency. i.e. the workshop
performances. as a guide to evaluate what students had achieved
(Interview A). But the emphasis placed on performance levels
disregarded the pressures faced by those involved as they strove to
complete the task (CSHM. 1985). There was. therefore. an imbalance
throughout the residency between the importance placed on. and
appraisal of. performance and the lack of attention given to
choreographic and appreciation elements.
The residency concluded with dance artists and the two core groups
sharing with the student body the processes they had engaged in
when choreographing specific dances. The overall impression of the
success of the sharing was reflected in the CSHM (1985) and EDT
(1985) reports and interview material from all three groups. The
immediate response from students was that the residency had been a
great success. Generally. they considered that they had been involved
in a valuable learning experience which had extended their knowledge
of dance in a number of ways. Interest. involvement and commitment
had increased to such an extent that the consensus of opinion
expressed was an acute disappointment that the residency could not
continue or be repeated in the near future. This positive response
might have been even greater if all students had worked towards a
presentation goal and contributed to the work presented in the final
sharing.
6.6 Technique: the dlversity of experience, contrasting
outcomes.
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One of the most significant issues which emerged in the study was the
diversity of experience that took place in practical sessions between
curriculum and core groups. Table 1 (Chapter 4) identified the vary-
ing amount of time given over to technique and showed some sessions
that were totally technique-focused. others in which technique pre-
ceded workshop input. and some in which no technique took place.
Table 4 showed the number of occasions that dance artists worked
With specific groups, together with the one-off and ongoing contact
that took place with students.
Analysis and interpretation of the content taught (as for example in
Appendlz III. Tables D, E and F) showed that the technique
experience of curriculum classes and performance group fell into five
categories.
1) A focus was placed on either Graham and/or Cunningham-
codified technique. as in a professional dance class. The prime
emphasis in Graham-based work came through the use of
contractions and spirals in a variety of exercises, combinations
in place and travelling sequences. A focus was placed on the
principles of Cunningham-based work such as the clear, clean
lines (often broken) of the body; the constant shift of weight and
focus: rapid rhythmical and directional changes; flexed and
potnted feet, curved upper back/tilted torso: pedestrian
movement combined with highly technical action: the use of
small intricate footwork; and precision in phrases which had an
"oddity" about them.
2) Exercises and combinations which derived from the principles of
Cunningham and/or Graham technique were modified in
relation to the use of a curved or straight back. This, together
with some of the above principles, was used frequently with
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3) Actions and principles of movement which derived from a range
of styles including Graham and/or Cunningham and new dance
were moulded together into a more idiosyncratic and
personalised form of technique work. Two dance artists in
particular worked in this manner.
4) A series of running and dodging activities preceded either a form
of general warm up and/or a variety of body conditioning
exercises and/or the use of massage-like actions.
5) When no technique was introduced the focus was placed solely
on workshop material.
The varied approaches taken to technique and the different content
introduced resulted in little consistency of experience in either the
approach taken or the content taught within a specific cohort or
across all four years. Similarly. there was no apparent overall
Structure for the presentation of material in sessions which either
focused on technique or in those inwhich it was used as a precursor
to workshop input. Differenceswere apparent in the practices followed
by company members and in the work of individuals both within and
across year groups. Instances of dance artists collectively or indivi-
dually followtnga common approach. or a similar format or presenting
comparable input to a whole year group were rare. Interview material
from dance artists (C. E. J). dance tutors (1-3) and students (1-4)
tdisclosed how participants could have benefited from a more 'y
1\
consistent and progressive approach to technique (CSHM. 1985).
Lack of detailed planning underpinned the diverse practices that
emerged. Discussion rarely went beyond the superficial level and
dance artists and dance tutors did not come to any shared definitive
understanding of what was going to take place. No clear decisions
were made about the function of technique. the need to accommodate
the different experiences of students or the request that more
importance should be placed on workshop activities. Furthermore.
there was no definitive company policy for the focus placed on
technique. the time devoted to it. or how it was presented.
Subsequently. despite the length of individual sessions. the technique
element varied from a minimum of thirty minutes to a maximum of
two hours (see Table 1. Chapter 4).
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Detailed tabulation and interpretation of the technique experience of
eGA and CGB showed that this differed from those outlined With
curriculum groups (see Appendlz m. Table E). Commonalities of
intention and practice were obvious in the work of the two core groups
even though students were exposed to different content. Both dance
artists focused to a greater or lesser extent on an accepted stylistic
approach based on a loose interpretation of Cunningham principles. A
systematic. planned approach enabled the principles of Cunningham-
based work to develop from modified exercises to those of a more
stylised professional dance class. In particular. the avoidance of a
pure codified style gained the confidence of students in CGBwho were
largely anxious about technique and performance skills.
Analyses of video and monitored records (Table. 2 and 3. Chapter 5)
revealed that more demands were made on the physical dexterity of
students as combinations of movement became increasingly more
complex through the addition of new material. Both dance artists
focused on the importance of technique as a means of making
students more confident in performance skills. the interrelationship
between technique and choreographic work. and an appropriate selec-
tion of movements and sections from the evolving dance. Throughout.
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technique was used as the tool to improve specific aspects of
performance for the final presentation ofwork (CSHM, 1985).
The above discussion based on analyses of Video and monitored
records (shown in Tables 2 and S, Chapter 5) and the CSHM (1985)
report revealed two sharply contrasting practices, identified here as a
"good enough" and "not good enough" practice (see Table 7), In
general, under the 'not good enough heading' curriculum groups had
little understanding of the nature or purpose of technique. It was
taught frequently in isolation and had very little relevance to the
workshop material presented. Subsequently, many students
questioned the emphasis placed on technique, found the repetition of
exercises frustrating, and viewed the experience negatively (CSHM
1985). Overall, the relative importance and/or value that students
placed on technique was determined by the experiences encountered,
the dance artists they worked with and whether there was an
interrelationship between technique and workshop activities. These
experiences contrasted sharply with the 'good enough' experience of
core group students who were introduced to technique as an integral
part of the choreographic and performance process.
Several factors contributed to the emphasis dance artists placed on
technique with curriculum and/or core groups. These included the
overall contact that individuals had with each group as well as the
length and frequency of sessions. This was exacerbated further by the
lack of a collective policy and/or decision making process about the
technique work offered (Interview C, J, I). Resolutions about time,
structure, content and approach were influenced by the personal
Table7 TEACHING TECHNIQUE:
CONT~GPRACT1CE
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''Good enough"
Detailed analyses oImateriai
Stating, emphasBng,
reinforcing specific points to
work for
Frequent use 01demonstrations
Varied use of demonstrations
Frequent use of repetition to
ref'me
Concern with precision
Practice: iIoIated movements
combinations
New material added in stages to
known movement
Questioning
DMlssion
Sensitivity to group
Clarity of communialtion
Acaarate estimates of:
assessment vocabulary
material
pacing
''Not good enough"
Results in
Modiracation of actions
Striving for standard
Qualitative practice
Little anal,.
Vague feedback
Infrequent use of demonstration
Limited range
Little/no repetition
Little/no concern with precision
Littlelno practice
AU added together
No questioning
No discussion
Little awareness of group
Confused instnIctions
Inaccurate estimates of:
assessment vocabulary
material
pacing
Results in
I Little modirlaltion
I No concern for standard
I SUperfICial practice
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preference of dance artists. In turn these were affected by each
individual's professional training, career and teaching experience.
Furthermore, the collective view of residency work held by dance
artists also affected to some degree what was presented and how this
was taught. But, students, as trainee teachers, were quick to identify
instances when dance artists experienced problems. Any shared
decision making was viewed as a sign of lack of preparation. Hence.
as technique remained a recurring concern of the project these factors
are returned to for further discussion in 8.52.
6.7 Teaching.
Throughout the residency the role of the dance artist as a surrogate
teacher occurred to a greater or lesser degree. This was in line with
other dance artists in education projects of the time (see 2.3). Hence,
even though both partners had prior experience of residency work (see
3.3 and 3.4) concerns about teaching still emerged. These stemmed
from the processes used by dance artists when they taught practical
work to young people.
In general, dance artists cOmpoundedcontent and presentation as they
mistakenly believed them to be indistinguishable. In order to clarify
what actually took place this study has pioneered the analysis of data
under two separate headings: content and presentation. Discussion of
content took place in section 6.4 and 6.5. Tabulation and independent
analysis of data from technique. workshop and choreographic
activities facilitated the following discussion (see examples in
AppencUz m. Tables G and B). These tools gave an overall impression
of the methods employed by dance artists, led to the identification of
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specific features in one or more types of work. and enabled appraisal
of significant elements.
Analysis of observed and video recorded sessions (see Tables 2 and S.
Chapter 5) and the material shown in Table 7 disclosed that dance
artists used a variety of ways to present technique. workshop and
choreographic content to students in curriculum groups. performance
groups and/or the two core groups. The following discussion consi-
ders general features relevant to the teaching of technique and work-
shops (including choreography) prior to consideration of such specific
aspects as the use of correction and demonstration in these activities.
Identification of specific features related to the teaching of technique
in video recordings of the work of particular dance artists led to the
assumption that they were present also when the same individuals
taught groups which were only observed. Overall. examination of
matertal tn relation to the Mosston spectrum (Mosston and Ashworth.
1966) discussed in 5.6 revealed that students were involved in two
very different types of experience. These provided Significant examples
and have been classified in Table 7 as "good enough" and "not good
enough" practice. In the first. dance artists who used the majority of
the classlfled elements provided "good" exemplars of the teaching of
technique. In such instances students were given specific points to
work towards. modified actions. strove for a good standard of
performance. and were involved in what could be termed qualitative
practice. In the second. the "not good enough" category. company
members failed to assess accurately the professional dance language
used. to give clear instructions. or to use a range of elements. Lack of
an overall concern for quality by dance artists resulted in students
rarely altering movements. or showing a concern for performance
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standards. Subsequently. students were confused by the different
expectations placed on them.
Collated material from video recordings and monitored sessions (see
Tables 1. 2 and 3) of workshops exposed that dance artists used
diverse methods to teach material. In general. dance artists used
similar approaches when they reconstructed a section of a dance or
taught combinations of movement to those used when they taught
technique. In each case students were expected to reproduce and to
repeat material as accurately as possible. Evidence from both
observed and recorded sessions revealed that dance artists used a
variety of ways to present the content of reconstruction (and
technique) sessions to groups. The main modes were:
1) demonstrating. with or without verbal commentary;
2) marking movements through with students. with or without
accompanying explanation;
3) stating. emphasising and reinforcing points to work for;
4) dancing movements through. with or without students copying
the dance artist;
5) correcting;
6) repeating;
7) calling movements and/or givingcounts as practical work takes
place;
8) isolating. clarifying and practising selected movements;
9) introducing new material. which mayor may not be added to
previous material:
10) practising movements individually or in combinations;
11) using cues;
12) questioning.
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Constant assessment of performance against known criteria resulted
in modification of actions. Throughout, whether content was
reinforced and refined with a concern for performance standards was
determined by the feedback given by individual dance artists.
In contrast, differences were apparent in the processes used when
dance artists taught creative workshops based on repertoire or on the
principles of choreography, or when they were engaged in the creation
of a new dance. The main differences came from the amount of
guidance and type of feedback given to students as they formed
material. This resulted in two very different types of outcomes.
characterised in Table 8 as "goodenough" and "not good enough".
Overall. the precision and detail given by dance artists about the
intent and expectations of sessions varied. Feedback ranged from
consistent, task-specific comments about selected movements. how
they were performed and the compositional structure. to minimal and
vague statements which exemplified an indifferent approach.
Similarly. the attentlon that individual dance artists gave to the
expected role of students. the use of observation and the teaching
manner adopted also varied.
The divergent approaches used by dance artists were, partially
determined by the type of workshops taught , In particular, dance
artists experienced difficulty when they moved from a reconstruction
focus In which known content was taught to one of a more creatlve
" wOoSnature. This pto /:)eh') f\ exacerbated when they had to interpret how to
facilitate the development of new material. Hence. two contrasting
practices were evident. In the first. students developed content within
Table 8 TEACHING COMPOSmONAL WORK:
CONTRASTING PRACrICE
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''Good enough" ''Not good enough"
Appropriate selection of
material
Precise explanation of subject
matter
Clear Ihnited tasks:
exploration ofmaterial
careful guidance
shaping material
Comamt~of~~~hk
mnC2pts
Development of ~reog~hic
concepts
Ongoing observation of student
work
Detailed analysis ofmaterial
Explicit use of material
Comamt appraisal of content!
role
•
,r
Interpretation of student
derived material
Gradual layering of material
Development with concern for
fonn and quality
Inappropriate selection of
material
Vague explanations
Wide tasks:
too much exploration
little guidance
little shaping of material
Limited use of choreographic
concepts
Limited development
.'"
,Ir
Limited observation
Little analysis of material
Va~ue, ul~ of "'"~Te.r "0../
Implicit appraisal
.
"
Lack of interpretation
No layering of material
Little development/concern
for quality
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clear constraints with a concern for quality. In the second. students
were left to answer wide tasks with very little. if any, guidance from
the dance artist. Overall. the main distinction arose from the gradual
layering of material and how this enabled students to develop work
with a sense of quality.
Further examination of collated materlalidentlfted that correction and
demonstration were used frequently by dance artists in all taught
practical activities. Analysis and tabulation of each facet under the
headings of technique. repertoire-based workshops. reconstruction
and the principles of choreography exposed similarities and
differences in their use. Therefore. the use of demonstration in
technique sessions. and in workshops based on repertoire.
reconstruction. and the principles of choreography were analysed
separately and then merged to provide an overview of what actually
took place.
The use of correction when teaching technique (Table 9) has also been
classified into "good enough" and "not good enough" practice. When
used consistently by some dance artists students strove to improve
their physical skill and to achieve a good standard relative to the
experience of particular groups. In technique and reconstruction
sessions the use of frequent verbal correction to the whole group was
complemented with either manual and/or verbal adjustments to
individuals. Throughout. dance artists showed a sharp perception to
group and individual diftlculties and encouraged students to identify
and physically discern the differences between exercises. Appropriate
specific feedback on how movements were performed, what needed to
be modified and the appropriate actions to be taken. together with
Table9 USE OF CORRECTION:
CONTRASTING PRACTICE
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Manual correction to Little manual correction
individuak
Dance artists as visual model Little/no model
Students provide visual model Little/no use of student model
Self evaluation/self check LiUlelunsuccessfui use
IIExplicit fows on correction Implicit assumption correction IwiUhappen
Explicit~petition
I
No explicit aimlrepetition Iexerdses
Students strive to improve Students fail to modify actions
physical skill
Qualitative outcomes relative to Few qualitative outcomes
group
"Good enough"
Clear communication
Frequent/specific analyses of
movement
Verbal correction to group:
specific feedbam
how to perfonn movement
what needs to be modiraed
appropriate action
Positive feedbam
''Not good enough"
Plus
Confosedlvague instructions
Little/no analysis of movement
Verbal correction to group:
vague feedback
how -confused
what-not identified
inappropriate/no action
Negative feedback
Plus
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repetition of the task. enabled students to alter and correct actions.
Demonstrations from dance artists were accompanied with an
explanation of the difficulties encountered and directions about what
to look for and where to look.
In contrast. dance artists who found it difficult to give corrections to
non-professional dancers achieved very different results. As students
were given very little understanding of what was expected of them
they found it difficult to modify actions in response to the given input.
This was exacerbated by an assumption that correction was implicit
to the task In hand. Failure to pinpoint exactly what had to be
corrected and precisely how to adapt movements resulted in little
modiftcation of actions. Students had to evaluate and to correct their
own performance in relation to the feel. clarity and/or understanding
of movements. Most verbal correction was made from the front. How-
ever. at times dance artists moved around the group. and gave man-
ual and/or verbal correction to individuals. and/or used a member of
the peer group as a visual model. and/or worked alongside an indivi-
dual or a group. The effect of correction to individuals was limited
when itwas given from the front. or if they were singled out for correc-
tion for too long. or if negative feedback was given. This brought into
dqnef
sharp relief the difference between the professtonal arid the education. A
worlds. Table 10 showed the variety of ways used and Table 11
identified the most common elements ut1l1sedby dance artists when
teaching either technique or reconstructing a section from a dance.
In addition to a s1m1laruse of correction inworkshops verbal feedback
was also given to small groups. However. as much of the feedback was
TablelO PRESENTATION OF CONTENT:
TECHNIQUE AND RECONSTRUCTION
Evidence from botb observed and recorded sessions re-
veals that dance artists use a variety of ways to present the
contentoftecbnique and reconstruction sessions to groups.
The main modes are:
• demonstrating, with or without verbal commentary;
• marking movements through with students, with or
without accompanying explanation;
• stating, emphasising and reinforcing points to work
for;
• dancing movements through, with or without stu-
dents copying the dance artist;
• correcting;
• repeating;
• calling movements and/or giving counts as practical
work takes place;
• isolating, clarifying and practising selected move-
ments;
• introducing new material, which mayor may not be
added to previous material;
• practising movements individually or in combina-
tions;
• using cues;
• questioning.
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Table 11 TeaChln• of technique - common
elements
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The most common elements used by dance artists
when teaching technique:
• demonstrating with or without verbal commen-
tary;
• stating, emphasising and reinforcing points to
work for;
• dancing movements through, with or without
students copying the dance artist ;
• correcdng;
• introducing newmaterial which may or may not
be added to previous material.
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again not task specific it neither identified errors nor focused on
choreographic devices. In general. commentwas only made on known
or taught movements and not on developingcompositionalwork.
While adjustments were at times made "by example" the use of
physical correction was more limited than in technique or
reconstruction work.
Overall.three concerns emergedabout the use of correction:
1) the positioning of dance artists when they gave corrections
either to the wholeclass. to small groups or to individuals:
2) while dance artists generally gave corrections in a positive and
encouraging manner they rarely seemed aware of the acute
embarrassment experiencedby some students:
3) the frequency. length and intimacy of contact when physically
correcting both male and femalestudents into required positions
was uncomfortable for someparticipants.
The contrasting procedures which emerged from the analysis of
material in Table 9 were a direct result of dance artists modelling
their teaching on professionalpractice.This raised several concerns:
1) the range of approaches used seemed to be dependent upon how
experienceda dance artist was as a teacher:
2) the importance placed on the use of the corrective process
varied:
3) in general dance artists did not clarify that correction was used
to increase the overallphysical competenceof students:
4) dance artists were unaware that the appropriateness. or
otherwise. of the given feedback affected the outcomes of
sessions;
5) dance artists failed to recognise that some professional practices
caused acute embarrassment;
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6) the diversity of the teaching expertise of dance artists lessened
the project experience for students:
7) dance artists were less confident about the use of correction in
workshop and choreographic work.
Analysis of material as exempUftedin Tables It and L in Appenclb: m
exposed that while demonstration featured centrally when dance
artists taught technique and reconstruction work it was used rarely in
workshops based on repertoire and choreographic work.
Demonstrations were used in five main ways in technique and
reconstruction work and a further two in sessions of a more
compositional and/or choreographic nature. In general. dance artists
used demonstrations mainly:
1) as a practical visual model to initiate exercises:
Qr\c1
2) to provide students with a model to copy to which they Q)~ld
"aspire;
3) as a moving visual aid..accompanied by verbal commentary for, J 1
students to copy as they execute movement;
"
4) to show the right and wrong way of executing movements;
5) to introduce sequences and combinations of movement both in
place and travelling across the floor:
6) to reinforce new movement patterns:
7) to go over and to reinforce material already worked on:
8) to focus attention on isolated movements as part of the
corrective process.
In addition. dance artists used demonstration when working in a more
creative manner in workshops. or when engaged in choreography.
However. their intention differed as they were used to prompt'
students to find new movement.' At these times. demonstration was
used:
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1) to show posstbtlities of the divergent nature that answers to a
task might have;
2) to give confidence to students to create their own new material.
Hence. dance artists either guided participants through planned
stages to what was. for students. "unknown" material or showed a
range of divergent responses to the set task.
Table 12 classified the use of demonstration into either "good
practice" or "not good enough practice". Throughout the former.
demonstrations were clear. precise. and dynamically executed with an
emphasis placed on what students had to look for and where to look.
This was enhanced by verbal commentary to aid student
understanding of the movement principles worked on. The stmpltcity
and/or complexity of given movements and combinations then
determined i + .' they were broken down for further
demonstration. At times. important modifiers occurred as. for
example. with talking and/or marking demonstrations through at a
slower speed. An overall concern for artistry provided students with a
qualitative model to which they could aspire.
While all dance artists generally used demonstration to provide
students with a visual model to copy. the emphasis placed on ~o"'Jt('f>1"I)~s
and their effectiveness varied. and sometimes they were not used at
all. In general. lengthy. unclear explanations. in which movements
Table 12 USE OF DEMONSTRATION:
CONTRASTING PRAcnCE
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..__p_eli_o_nned_ W_eII ....... 11 C_Uy perfonned
''Good enough"
Movements, sequences,
combinations shown as a unit
Broken down for further
attention
Modif"lC8tions:
talked through
tempo slowed
moving visual model
''Not good enough"
Clarity of communication:
clear, precise explanations
Attention drawn to:
what to look for
where to look
sensationIfeel of movement
Use of imagery
Movement principles
Complicated presentation
Not broken down
No modif'lC8tion
Focused intention
Clear, dynamicaUyexecuted
demonstration
Precise explanation
Use ofmodiraen to aid
students
Concem for artistry and
quality
~Il
"Used throughout as integral
part of the corrective process
and/or to initiate new work
Unclear communication:
vague, lengthy
No guided looking
No use of imagery
No reference to principles
Lack offocus
Unclear, poorly executed
demonstrations
Vague explanations
No use of modif'len
No concern for quality
~Il
"
Separate from mrrective
process
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were neither simplified sufficiently nor demonstrated with a concern
for artistry. resulted in students failing to understand what was
physically expected of them.
While individual dance artists used demonstrations to a greater or
lesser degree. their effectiveness was determined by whether or not
dance artists :
1) placed a focus on where to look and what to look for as any
demonstration took place:
2) restricted the number of points students were given to observe
and to implement practlcally:
3) broke movements down so that they were within the capabilities
of the students:
4) placed an importance on demonstration as part of the teaching
process:
5) performed the demonstration with a concern for quality and a
sense of artistry.
6.8 Roles of dance artists, dance tutors and students.
The roles that dance artists. dance tutors and students took on
during the residency period were partially due to the activities in
which they were involved. and. in part. to the responsibilitles they
faced. In general. while the performance role of dance artists remained
the most prominent feature of a professional career it was not the
prime function of company members during the residency. Although
the emphasis placed on the company performance reaffirmed the role
of individuals as performers this became modified in other situations
such as the lecture demonstration and workshop performance.
In sharp contrast. the centrality of the performance role became
replaced throughout the residency by those of presenter and/or
teacher. The first occurred to varying degrees in more formal
situations such as the lecture demonstration. workshop performance
and final sharing. Although the Artistic Director was mainly
responsible for what took place company members shared some of the
input in the first and third contexts. However, discussion in 6.5
exposed the particular disquiet of dance tutors and students about
the design of the formats used and the preparation of dance artists.
As the role of teacher. Interlinked with that of presenter, created
particular difBculties for dance artists these are returned to in 9.3.
In the main, students were expected to fulfil a performance role
throughout the residency at the expense of either a quasi-
choreographic or appreciator role. Hence. difficulties were
encountered when what students were least good at was valued above
all else (CSHM. 1985: Interviews Tl-3. 51-10 ). A disparity was also
obvious between the tnsrght into the choreographic process (and thus
role) gained by students in the two core groups and the majority of
participants. Similarly. although some emfAa1"swas placed on
appreciation in the lecture demonstration minimal attention was given
to it in practical activities. In sharp contrast to the emphasis on roles
emanating from the professional dance world little. If any attention.
was given to the teaching skills of students.
While dance tutors took on an organising role to a greater or lesser
degree during the preparatory period they found it difficult to know
their function during the implementation of the residency. Although
they participated at times in practical work in general they pursued
an observer role. Both their teaching skills and dance knowledge were
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ignored by dance artists. as was their ability to present work to large
groups. Hence. questions about the roles of dance educators and
dance artists are returned to in Chapter 9.
6.9 Summary.
The issues which arose throughout the residency pin-point concerns
which require further reflection. Discussion highlighted the crucial
need for the preparation period to clarify aims and objectives. to find
meeting structures which facilitated project planning and the need for
orientation time. Similarly. consideration of follow-up work identified
that the aims and intention of activities required clarification.
Appraisal of the relevance of residency structures revealed the ongoing
breadth-versus-depth debate. nmetabltng concerns. and the effect
that excessive workloads could have on dance artists. participants
and dance educators. The content debate identified questions that
required resolution about the nature of the company performance.
lecture demonstrations. the company movement research period. the
shared workshop performance and final forum. Overall. questions
have been raised about how activities could be used to more effect
with students. Analysis and interpretation of the dance content pin-
pointed the diversity of technique experienced by students. the range
of content covered under the workshop umbrella. and the ongoing
choreographic work. A focus on teaching identified the difficulties
encountered. Finally. the complexity of the roles undertaken by dance
artists and the effect that these had on those assumed by participants
and dance tutors were noted. As these issues comply with many of
those which emerged from Chapter 2 they are discussed in relation to
the overall dance artists in education movement in Part 3.
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Chapter 7.
Ezplorinl the Interface: Dance Artists
in Education - Structures and Issues.
7.1 Introduction.
Brigtnshaw (1983) maintained that there was a relationship in dance
artist In education work between the activities offered by dance
artists, the roles generally undertaken and the issues which
continued to reappear in a variety of project contexts. Hockey (1987),
when overviewing the ACaB scheme, examined activities, roles,
achievements and ongoing issues under the headings of educational,
artistic, and admtntstrative elements. The l1m1tatlonsand frustrations
recorded in research into more general artist in education work by
Sharp and Dust (1990) led them to claim that very few of the projects
studied were seen as an unqualifted success.
The discussion in the followingthree chapters falls into three sections.
The first is based on an adaptation of Hockey's (1987) and Sharp and
Dust's (1990) categories. The second draws on the conceptual base for
dance study proposed by Adshead (1981a), t.e. choreography,
performance and appreciation, as it provided a structure under which
dance in the theatre and dance In education could be examined. In
this respect, aspects such as the lecture demonstration and open
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preparation are considered under performance as this has been their
main focus throughout the 1980s. The third. discussion of the roles of
dance artists. is influenced in part by Brtgmshaw's (1983)
classification as this provides a starting point for the consideration of
the many functions of the roles of dance artists.
Table 13 shows where the topics examined are located in literature.
This chapter explores organisational concerns which Briginshaw et al
(1980) and Hockey (1987) maintained recurred throughout the ACGB
schemes and Sharp and Dust (1990) reaftlrmed were also present in
more recent work. Discussion initially explores the fundamental
relationship between dance artists and dance educators. A focus is
then placed on aims and objectives. the area of planning. follow-up
work and funding. together with their related concerns. as they are
common to all projects. Finally. although most of the concerns
discussed were identified by the early authors referred to. this thesis
takes the work further. The following discussion is at a more
analytical level than earlier debate as the researcher collated hitherto
disparate pomts in the literature. made them into a coherent whole
and subjected them to further analysis.
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7.2 The relationship: dance artists and dance educators.
Brtgmshaw (1983) revealed that the ACGB, under the Secretary
Generalship of Sir Roy Shaw, formulated a coherent policy for
education to complement the arts education carried out in schools.
polley
This led to those resources from the professional arts as a whole,
"
which were relevant to education both in schools and in a wider
context, being utilised primarily to develop a partnership of co-
operation and collaboration between artists and educators. Thus the
1980 Dance Artists in Education pilot projects were an extension of
the ACGB's administered scheme which embraced art, drama, mime,
music, writing and photography. These placed professional artists in
direct contact with young people through residencies in schools. The
scheme in general and the dance projects in particular need to be
placed in the context of the great deal of activity that had already
taken place by dance artists in education from the mid 1960s (see 2.2,
2.3, 2.4, 2.8). As Briginshaw et al (1980, p 15) claimed, the overall
aim of the initial pilot projects reaffirmed the ACGB's commitment "to
improve knowledge, understanding and practice of dance and to make
dance more widely available". Use of the dance profession as a
resource for educational purposes was then reinforced by the ACGB's
investment of public money in the initiation and establishment of
related schemes such as the dance arumateur movement (see 2.6) f
In an attempt to bridge the gap between dance in education and
dance in the theatre the ACGB's Dance Artists in Education Pilot
Pr01ects Report (Brtgtnshaw et al 1980) and the Gulbenkian
Foundation report (1980) both invited:
a new relationship between the dance profession and the
education profession. each drawing upon the other as a
resource.
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Gulbenktan. 1980. P 7
Hamby (1981). Brigtnshaw et al (1980).Brtgtnshaw (1983) and Hockey
(1987) all maintained that the void between dance artists and dance
educators derived from the association between dance as art as
exemplified within the professional dance world and dance as a
subject in the school CUrriculum. The histortcal development of both
professions. together with the different training routes which emerged.
underpinned the opposing perspectives apparent in the interests.
beliefs. values. purposes and language used by each group and thus
the strengths and weaknesses that predominated. Communication
has been at the source of many of the problems encountered.
Further diversity arose from the three models of dance widespread in
education from the 1970s (see 1.3). First. many teachers had come to
dance as an activity within a PE context which emphasised MED until
the late 1960s and the 1970s. Teachers. traditionally trained as
phyetcai educators. faced a dilemma as their experiences were far
removed from the professional dance as art training followedby dance
artists. Fundamentally. the problem stemmed from the differences
between the nature of dance taught in schools and the professional
theatre model (Hamby. 1980). Alarm about the activities presented
resulted in caution about any moves towards further collaboration
and resistance to criticisms made by dance artists about dance in
schools.
Second. and in contrast to the first. the significance of the dance as
art model in education. together with the development of the pilot
projects. enabled dance educators to take account of dance as a
theatre art phenomenon. Hockey (1987) argued that three
contributing factors came from the worlds of education, dance
education and the theatre. Reappraisal of the tenets of child-centred
education led dance educators and aestheticians such as Curl (1966.
1967a, 1967b. 1968a, 1968b, 1969) and Redfern (l973a. 1973b) to
use philosophical enquiry to examine the concepts of MED. In the
theatre, British forms of imported modem dance techniques developed
and in schools the emphasis changed from MED to modem dance.
ctne!
Thus. as identified in 1.3, 1.4, for the first time in British dance
1\
history. the CUrriculum began to embrace theatre dance forms and.
like the other performance art forms of drama and music, dance
became more relevant to the outside world. To reiterate a point made
in 1.4. this model influenced the growth of dance in schools from the
mid 1970s. provided the theoretical and practical foundations for
examination work, and from the mid 1980s became the consensus
view of dance education.
Briginshaw (1983) and Hockey (1987) both maintained that although
the dance as art model paved the way for a new kind of collaboration
between the two professions fundamental concerns still required
resolution. Primarily. while educators and artists now dealt with
similar concepts and material embracing theatre dance forms their
roles and approaches remained essentially different. But Sharp and
Dust (1990) reaffirmed that this diversity was still apparent at the end
of the 1990s. Moreover. they also queried whether dance artists and
dance educators knew enough about each other's working processes
and worlds to collaborate effectively. Overall, coherent partnerships
have been blocked by the two parties not finding an effective way to
mesh their different methods of operation. This is returned to in 10.2.
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Third. dance as a subject in its own right existed within contexts such
as liberal arts or humanities (Adshead 1981a). This last model
embraced all aspects of dance and included theatre dance. However.
as all three models offered different experiences in dance they raised a
fundamental question about whether artists were only a relevant
resource when dance in schools followed the conceptual dance as art
+J., e, 0/ ; lre .... .,."o..
model. They also highlighted that dance artists and dance educators
"needed a greater understanding of each others weaknesses and
strengths before they might collaborate more effectivelythan hitherto.
7.3 Alms for projects.
Webb (1976) revealed that the concept of defined aims by artists and
educators has been relatively new to residency work. Artists. as the
initiators of projects in the 1970s, devised the aims and educators
accepted these as an inclusive part of a project package particularly
when LEAs organised school involvement. White (1977, p 17)
contrasted the clearly stated aims of LCDTwith those of educators
which "lacked definition and thought". But Brtgtnshaw (1983)
identified that throughout this period aims were either a collaborative
statement agreed by various participants or arose from one or more of
i 'wo Jve..cl
these, as for example the artists, the educators or the mediators/
1\
administrators/funding bodies. Macdonald, ACGB Education Officer
at the time. reflected the confusion surrounding other artists in
education programmes prior to the onset of the 1980 pilot projects
(see 2.5). While aware that artists and educators had different aims
she believed that these:
could co-exist as long as they are clearly stated at the outset
and provided respect is maintained for the differing
positions.
Macdonald. 1979. P 2
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But this open-ended and flexible approach proposed by Macdonald
(1979) led to the emergence of two contrasting practices. In one, in-
depth discussion of aims at prel1m1narymeetings led to agreement on
the main objectives and the methods by which these could be
achieved. In the other, absence of a focused dialogue between artists
and educators led to misunderstanding, a conflict of views and
disagreement concerning methods. While it was recognised that there
was a need
... to improve knowledge, understanding and practice of
dance and to make dance more widely available
Brigtnshawet al, 1980, P 15
confusion and misunderstandings arose, between the two parties.
Conflicts about aims and methods of achieving them were a common
occurrence. Briginshaw et al (1980). Briginshaw (1983). and Hockey
(1987) each identified that while dance artists were primarily
concerned to promote their particular view of performing. educators
continued to see the artist principally as a surrogate teacher (see 2.7,
6.7. 6.8). But Briginshaw et al (1980) argued that the ACGB could
have prevented a major source of confusion if it had stated that the
prime reason for placing any artist in an educational establishment
was to show his/her distinctive way ofworking.
Although Brigtnshaw (1983) identlfted that the way was paved for a
new type of collaboration between the two professions the ACGB. and
thus the world of the artist. dominated dance artists in education
practice and little consideration was given to whose priority should be
maintained (see 2.5). The minimal involvement from the DE> manifest
in the early projects caused Hamby (1981, 1982), Briginshaw et al
(1980), Briginshaw (1983) and Hockey (1987) to argue that there were
four fundamental principles to which dance artists should adhere.
First. projects in schools needed to be seen within an education
context and priority given to educational engagement. Thus the aims
and concerns of dance curriculum were seen as logical starting
points. Second. artists ought to become aware of educational goals
and to make their work more consistent with general educational
objectives or philosophy. Third. dance artists were only a relevant
resource when dance in schools was art based. Fourth, the particular
expertise of professional choreographers and dancers enabled them to
make a unique contribution which was quite different from that of the
teacher. However, a shift of position occurred when Macdonald
(1981a) articulated more particular aims for the scheme than
previously and maintained that a decision on common aims and how
these might be met was crucial to the success of projects. But despite
the new initiatives taken by dance educators Hockey (1987) claimed
that a lack of understanding of how professional work related to the
educational setting was manifest in confusion about terms of
reference, roles and planning.
Hockey (1987) attempted to clarify the position when she argued that
during the preparatory stage thought had to be given to such
fundamental concerns as the aim of the residency. the objectives,
content and methods by which aims were to be achieved, and the
expected outcomes. But what it meant to be an educator or an artist
remained at the root of the issue. Even though some companies
demonstrated a growing concern for educational needs and the
concept of partnerships. incompatibilities were still present. Travis
(1987), then education officer of LFB. claimed that these were
symptomatic of dance artists in education practice. Hence. the
different approaches of educators and artists. aims. and the problems
to which these gave rise often recurred as one of the foremost causes
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for concern in independent dance projects. in those which took place
under the NFAE and AEMS umbrella headings (Brook 1989.
Humphreys 1989. Johnson 1989. Sarker 1989). in more traditional
projects (Henderson. 1990; Henderson and Bradte, 1990). and in
research into general artists in education schemes (Sharp and Dust.
1990) (see 2.8). But if the rewards were to be greater than the
problematic outcomes the two-way relationship between artists and
educators in which both worked from their strengths had to be
emphasised.
Three crucial interrelated concerns remained predominant. First. the
DES (although sanctioning and collaborating with the ACGB on the
initiation. implementation and monitoring of the 1980 ACGB pilot
projects) failed to take an active and positive lead about dance artists
in education. Even when the ACGB became increasingly more
articulate the artistic world continued to dominate both policy and
practice (see 2.5). What was right for dance artists continued to be
given preference over educational goals. Yet the DES. through
HMI. neither issued an offtctal statement nor any gutdelmes for
development. The "hands off' approach may have been due to HMI
maintaining the attitudes to dance education developed from the
Laban era and to the perpetuation of dance as part of the PE model.
Overall. however. the absence of a clear statement of intent from the
DE 5 resulted in a basic flaw. In general. teachers failed to give serious
consideration to dance artists in education practice and could not
articulate coherent educational aims with the ACGB. RAAs (or with
the recently reorganised RegionalArts Boards [RABs)).or co-residency
partners.
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Second. the emphasis placed on technique and performance in
projects mirrored the skills and high level of expertlse expected of
dance artists. support of dance as art. and hence. "the taking of an
artistic interest in dance" (McFee. ~994. p 78). This approach differed
from the focus in degree programmes followedby most dance teachers
until the early 1980s. This gave preference to MED and to education
aspects rather than to high personal expertlse. Even when dance
courses in PE contexts changed to the dance as art model. and thus
to the integration of an artistic and educational approach. the latter
remained paramount. Hence. the contrasting practice and opinions
brought to projects was a direct result of the different training routes
followed.
McFee (1994) clarified the fundamental difference when he stated
that:
...the dance artist is concerned to make art (to some degree
or other) and sees this as developmentally advantageous for
pupils.
(McFee. 1994. P 82)
This, he argued. differed from the educator's view of the artistic
approach for dance education which integrally combined concern for
learning with engagement in the art form. However. the emergence of
a new breed of dance teacher from the PGCE route referred to in 1.7
has alleviated the problem to some degree. It enabled new teachers to
combine the professional expertlse of the performer with knowledge of
dance education "
Third. failure to reach an agreement upon residency aims in
preliminary discussion together with the imbalance of power in favour
of the artistic world continued to result in misunderstandings. But
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Hockey (1987) suggested that even when dance artists and dance
educators believed they defined joint aims clearly the absence of a
formalised dialogue led to confusion. S1m1lardifficulties experienced
in the case study. 4.2. such as establishing the real purpose of a
project and how this was to be achieved have been echoed in more
recent projects (see 2.8). Overall. the importance placed on the
experiential nature of a project has taken precedence over concern for
whether any learning could or should take place. However. the added
accountability and responsibility expected of teachers when delivering
the National Curriculum has now made it imperative to incorporate
learning possibilities into the design of projects. This could facilitate a
process of integration. allow for the marriage of content with the
education context. and enable any final product to become the
starting point for further physical and intellectual attainment within
the dance curriculum.
Fourth. lack of clear aims and objectives confused expectations.
Bewilderment arose when the objectives set embraced the whole range
of activities offered. This prevented joint partners from being clear
about the outcomes of any project for the learners involved. In
general. the multitude of activities and the absence of defined
parameters prevented the identification of clear objectives which were
realistic. logical and which indicated the plan to be followed. While
this may sound over-simplistic. defining aims and objectives for
projects has been difficult. In general. aims emphasised the
, --
I
experiential nature of activities. But as White (1973) argued. while
engagement in an activity might enable young people to appreciate
what there is to value or admire in it. this does not necessarily lead to
an understanding of the activity. Moreover. when objectives were
Written in the form of what it was hoped the participants could
experience. they did not describe adequately what young people might
learn. While Eisner (1971) supported the view that aims should be
reasonably wide in scope. and flexible enough so that arts education
should be concerned with the development of perceptual and
productive skills as well as the medium. when followed through in
practice this had implications f<!>r- curriculum development.
Subsequently. Dallas argued that attention should be given to:
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... what it is hoped participants will come to know. do or
believe as a result of... learning anything.
Dallas et al. 1978. P 7
When appUed in dance projects. Eisner's (1971),White's (1973) and
Dallas's (1978) arguments could lead to the expectation that some
change might occur which would enable the learner to be able to do
something new. or to do something better and thus expand his/her
knowledge of dance. In Eisner's (1971) terms. defining the focus of a
project more clearly need neither restrict what dance artists actually
do nor take away from the artistic experience. For example.
and
discussion in 2.2. 2.4 identified two significant examples which
1\
interpreted educational needs into specific project parameters and
honoured the uniqueness of the professional theatre world. Both
revealed a clear understanding of aims and objectives. the content
taught. the processes followed, and the anticipated final outcomes.
Hence. joint partners had articulated what each residency was
actually about, set appropriate boundaries and distinguished between
what could and could not take place in relation to the needs of each
educational institution and what the company offered. But this
. role of fhe.
company had an advantage over most others; in the education officer
4\
the interface between the artistic and education worlds met both in
philosophy and practice.
7.4 Planning and preparation.
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The Gulbenkian Foundation report's (1980) warning that detailed
'I
preparation was essential when artists work in schools was reiterated~
by Brtgtnshaw (1983) who identified Insufflctent attention to planning
and preparation as the underlying cause of the misunderstanding and
problems that recurred. In making the distinction between projects
which had been successful as a result of careful preparation and
those which were profitable in spite of being hastily arranged
Macdonald (1981a), Brtginshaw (1983) and Hockey (1987) raised
questions about the inadequate timing, the pattern of planning, and
the personnel involved. Hockey (1987) further identified the perennial
administration problem of tnsufflctent time for all parties to prepare
iS~u~S
adequately. These were exacerbated further in short-term or one-off
1\
Situations. But even when projects had a longer preparatory period,
as in the case study (see 4.2), similar issues still arose and became
further exacerbated once the ACGB's role was largely taken over by
RA/t.s/RA8s. But although Sharp and Dust (1990) stressed that
planning recurred as an issue for all artists in education programmes,
the situation in dance has been particularly difficult. Allen and
Creighton (1989), Brook (1989) and Johnson (1989) suggested that
detailed tnformation about the planning of projects generally remained
with dance artists or companies and their host institutions.
The issue was exacerbated further by how the planning period was
used. BrIgtnshaw et a1 (1980) and Hockey (1987) showed that the
meeting patterns initiated by the ACGB for the Dance Artists In
Education scheme provided the model for all major projects. including
the case study (see 2.3). While the format followed enabled the ACGB.
the company and host institution to agree a project in principle.
further meetings were negotiated as and when issues arose. But as
the case study. 4.2. exemplified. this prevented the ACeB from
developing a strategy for in-depth planning. As every residency was
considered to be different from all those that ha c}~gone before. prior
experience was not built on in a constructive and worthwhile manner.
Yet in reality each one was a variation of a format that was by now
fairly well established.
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The case study. 4.2. revealed how the absence of coherent principles
on which all planning decisions could be founded remained the main
drawback. Rather than agreement of aims leading to collaborative
planning and in-depth discussion. crucial factors were addressed
superficially or totally ignored. But discussion could have focused on.
for example. how the company's concept of technique might be
integrated with that of the institution and established the relevance of
the kind selected (if it was to be taught) for particular classes. and
agreed the policy to be followed with different groups. Similarly. an
exploration of the relationship between technique and choreographic
work could have led to a policywhich enabled young people to have a
deeper understanding of what they were doing. But for this to occur
educators require the skills to make sense of what dance artists do so
that they could translate this into the education situation. In addition.
the case study (4.2) also disclosed that a sporadic meeting pattern
resulted in information being withheld from dance educators and
dance artists. Yet failure to explore these issues fully was crucial not
only to the EDT/CSHM project but also to the wider planning debate.
Brtgtnshaw et al (1980). Brtgtnshaw (1983) and Hockey (1987)
suggested that the early ACGB projects were influenced greatly by
dance artists and dance educators who had little. if any. prior
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experience to draw on. They also noted that while some LEAadvisers
and teachers failed to see the relevance of projects to the school
situation. others took an active part in the development of the new
dance artists in education movement (see 2.3). Significantly. the case
study clartfled that the roles of the personnel involved in the planning
process determined in general the nature of the collaboration that
took place. This affected both the company and the education
institution and ultimately the design of the final programme.
The importance of the contribution that the head teacher and a dance
teacher could make to the planning and preparation period of any
project has been overlooked and undervalued. While Hockey (1987)
argued that the roles of both were crucial. she maintained that
attitudes of headteachers compounded the issue. In general it was not
clear whether they were committed to this area of work or viewed it
merely as a useful political career move. Overall. they had little
understanding of what a residency could offer and were unable to
state their expectations.
Other misunderstandings derived from dance educators not being
involved totally in the planning process and because little attempt was
made to distinguish the different levels at which language was
important. Additional concerns occurred when aims were defined in
the technical language of the artistic world. For example. while dance
artists defined contemporary technique in terms of codified styles
such as Graham and Cunningham or as an amalgam of styles. dance
educators tended to use it in a more generalised way. Similarly.
misconceptions and dissatisfactions emerged unless definitions were
explored precisely - for example. about what could take place in
workshops. Thus questions such as "What does such language
describe and/or stand for?", and ''Whose language should prevatl?",
remained unanswered. As Davies (1987) stressed, there was an urgent
need to develop a common language by which dance artists and dance
educators could express their work together during the planning
stages of any project. But this issue was further complicated by the
different interpretations placed on terminology by dance companies
(see ACGB, 1988). However, the new breed of dance teachers referred
to in 1.7 integrally combined knowledge of the artistic world with the
demands of the education profession. As they themselves were arts-
orientated they were more likely to be sympathetic to the presence of
artists and more likely to communicate with them in a common
language. In general, the welcome extended to dance artists and the
ensuing encounters that took place were coloured by how
knowledgeable dance educators were about the dance world.
The role of the adviser in the planning and development of residency
work, and in particular in the ACGB scheme, has not been clear.
While Brtginshaw et al (1980), Brtginshaw (1983). Hockey (1987) and
Sharp and Dust (1990) all named the LEAadviser as a key figure who
should be involved in planning and decision making processes the
contribution made by such individuals has Varied. In spite of some PE
advisers showing a commendable enthusiasm and active interest in
dance the limited involvement of others has minimised much of the
current work. In general. neither the collaborative nature of the
planning exercise was stressed firmly enough nor was there sufficient
time for artists. advisers and teachers to go much beyond
administration and organisational points. Hockey (1987) argued that
in too many cases advisers failed to give planning sufficient attention
as they saw projects as peripheral to their concerns. But Carlisle
(1993) suggested that similar problems also arose when advisers
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endeavoured to make a major contribution without a sound
knowledge base. Yet despite these shortcomings notable exceptions
have come from authorities with a structure which allowed an adviser
or teacher to have prime responsibility for dance (Brook. 1989). In
general. whether or not advisers took the opportunities presented to
broaden their knowledge of dance. to sharpen their perceptions. and
to foster their enthusiasm has not been researched. Yet this was
particularly crucial for those advisers who. as they were not
specraliets in dance. lacked background knowledge and training.
Hockey (1987) noted the difficulties encountered when an LEAadviser
opened up a project to other educational contexts. In particular some
of the NFAEactivities (see 2.8) exemplified the dilemmas which arose
when a project covered a number of schools since this spread the
work too thinly. In addition. Carlisle (1993) argued that limited
contact with dance artists led to the pressures experienced in the
1992 East Sussex Frontiers project and in the 1993 Vitol residency.
She also claimed that any possibilities of sharing work were hindered
further when an LEA adviser or antmateur took on the role of co-
ordinator without being fully conversant with the needs of the
participating parties. But recent government policy and the
disbandment of the advisory service as it has been known has made
the debate about the spectalist dance adviser even more crucial.
Yet in spite of the advances identified above questions were still raised
in the early 1990s about how well-informed LEA advisers. teachers
and headteachers were about dance artists in education projects. To
reiterate a point suggested earlier. a situation arose whereby some
teachers learnt to negotiate and implement projects through
collaborating with dance artists over a number of years. Conversely.
211
the last projects discussed in 2.8 exemplified how some teachers
placed in an advisory role functioned from a minimal knowledge base
of this area of work. failed to acquaint themselves with current
practice. and ignored advice of those brought in on a consultative
basis. However. gaining experience through "trial and error" situations
has not been an adequate model on which to base future practice.
Moreover. the confusion dance educators found themselves in was
inextricably bound up with the non-interference stance taken by HMI
(see 2.3). Subsequently. advisers have been given neither any
incentive from the D£S, to encourage their involvement nor provided
with examples of good practice. A marked difference also existed in
the artistic world between those who were involved in. and gained
practical experience of. dance artists in education projects and those
who did not avail themselves of their opportunities. Hence. absence of
any formalised system prevented the first generation of British dance
artists in both the modem and ballet genres from passing on their
acquired knowledge to a new generation.
Parallel problems also faced new entrants to both professions. How
much trainee artists and educators knew about this area of work was
largely dependent on the dance programmes followed by individuals
within higher education contexts. More often than not those who
came from either B.A. (Hons.) degree or professional dance training
programmes had acquired practical expertise through working with
dance artists at selected points in their course (see 1.7), This
contrasted with the necessarily limited experience gained by the vast
majority of those training to teach dance who entered the profession
via a B.Ed. (Hons.) PE route. Hence. established practitioners as well
as new entrants to the two professions were Unlikely to have focused
on either the principles underlying the dance artists in education
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phenomenon or on models of current practice. Equally, they had not
considered how dance artists and dance educators could best inform
each other about their area ofwork.
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7.5 The consultative process.
Discussion in 7.3 and 7.4 revealed that the main objective behind the
consultative process was to initiate, to plan and to implement a
project. Examination disclosed that there were three main levels of
interaction which took place from the inception of a project idea to its
conclusion. These have been categorised as follows:
LEVEL1: Main funders and parttetpants - National/Regional.
LEVEL2: Local concerns/consultants - Local education context.
LEVEL3: Project participants - Teacher/Dance artist.
Any discussion formalised into decisions at either national or regional
meetings affected local concerns and thus influenced how dance
artists and dance educators interacted within specific project
contexts.
Level 1 involved the main funders and participants in discussion at
national and regtonallevel. In an attempt to initiate joint ownership of
projects, the ACGB established small consultative groups to oversee
the planning and implementation of specific projects as, for example,
•in the case study (see 4.2). This involved personnel from the ACGB.
the dance company, the host institution and, at times, from local
~!s/RA8.s. Any issues and/or decisions emanating from this level
were then debated within the local education context (t.e, at level 2)
prior to further negotiations at level 3. However, despite
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representatives from the education world being involved in initial
consultations at national level. the power base of project work
remained invested in the artistic world. The resulting imbalance of
power at local level between the company and the host institution was
further exaggerated when a representative from either the ACGB or
the HAlt /RA8. was present.
Although the co-ordinator has been mainly responsible for the
success of any project in an education context the role has been
underestimated. But this is the person who normally liaises with the
ACGB. the RAA/RABand the company as well as being responsible
for negotiations in the education context. However.when these stages
are not followed through thoroughly. and/or when decision making
takes place from the top down. company members and/or dance
artists have rarely been involved in policymaking discussions.
The third level of consultation took place between dance artists and
educators in specific project contexts. At this level the co-ordinator
was mainly responsible for overseeing the organisation and day to day
running of a project in consultation with the artistic director. Hence.
the co-ordinator was the person whom company members. education
staff and participants turned to in the expectation that s/he could
resolve any difficulties encountered. Yet the case study (see 4.2)
uncovered that in general no formal ongoing consultative process took
place in long term projects. But a regular meeting format could have
enabled dance artists and dance educators to monitor what took place
and to resolve the issues which arose.
The need for "in house" organisational structures and supportive
frameworks within school contexts identified by Hockey (1987) was
reiterated in the case study. 4.2. in relation to a specific higher
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education context. Yet the issues which arose were fundamentally of
the same order as those normally found in secondary and other
tertiary levels of education. The avenue whereby a co-ordinator could
reach those hierarchical bodies which had the power to access
projects to young people has been crucial. Absence of such a
structure led the non -existence of positive and defined administration
at a local agency level which became manifest in a lack of direction
and management within the hierarchy of an education context. and
inadequate overall co-ordination and/or liaison.
Other local concerns also emerged as dance artists had to ass1m1latea
company policy into each targeted group of primary. or secondary. or
tertiary education contexts. But whether dance artists have been
familiar with the philosophies. organisational structures and working
patterns of different education contexts could be questioned. Equally
problematic has been their knowledge of institutions since each of
these could have been unique in their structure and working patterns.
7.6 Orientation time.
Briginshaw et al (1980) stated that in principle a company needed an
orientation period within an education context and Hockey (1987)
showed that progress had occurred in this topic by the completion of
the ACGB scheme. Even though the ACGB. artists and educators
argued that acquaintance with the dance tradition of a school could
enable dance artists to prepare more thoroughly than hitherto and
Hockey (1987) urged for an extended planning period such warnings
were largely ignored. Hence. insufficient time. unrealistic planning.
misguided assumptions about standards and inappropriate selection
of material remained an abiding problem. Even when an orientation
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period was planned. as in the case study (6.21). funding and timing
issues prevented the company from familiarising itself with the dance
programme of the host institution and its environment. But this
company's specific example merely mirrored the problems and
emergent issues faced by all touring companies involved in project
work.
Two other fundamental concerns emerged from the different positions
held on the value of an orientation period. The first derived from a
company not giving dance educators access to its repertoire . Both the
case study (see 6.2) and the 1992 East Sussex project revealed that
dance educators could not inform themselves as thoroughly as they
might about either a company's repertoire or its previous education
experience without the close collaboration of dance artists. But the
complicated issue of a company opening up its repertoire to the world
of education has been fraught with difficulties which stemmed from
the different positions held by artists and educators. However. even on
the rare occasions that dance educators have been given a unique
opportunity to gain first hand knowledge of the repertoire of a
company they have not exploited this fully. As the case study. 6.21.
revealed, this had repercussions on the insights given to the young
people involved. Yet participants also required thorough preparation
so that they could come to the situation from an informed base and
be reassured that any apprehensions they had about working with
dance artists were unfounded.
The second concern stemmed from the anxieties felt by both dance
educators and dance artists. Dance educators who came to dance
through a PE route could have been in awe of dance artists. Similarly.
dance artists equally may have felt threatened if questioned about the
educational content of projects and the teaching methods employed.
However, if an orientation period became a standard expectation of all
long term projects, both parties would have to question how their
attitudes influenced their own and their partner's practice. In
particular. the accepted notion that the expertise of dance artists ls of
a higher order than the teaching skills of dance educators would need
to be reconsidered. These issues are returned to in Chapters 9 and
10.
7.7 Follow-upwork.
Both Brtgmshaw et al (1980) and Hockey (1987) maintained that
follow-up work covered separate activities such as evaluation of
projects, including post-residency meetings, and further contact with
dance artists. Subsequently, confusions arose as these headings
described two very distinct activities.
The topic of evaluation has been divided in the present study into
what took place at national and local level. First, the literature review
revealed that documentation and dissemination of assessment reports
on projects have remained largely with dance artists and host
institutions, RAA/RABsofficers and local advisers. Although Brinson
(1982a, 1962b) asked for regular research into the process of collabo-
ration the ACGB only undertook two large-scale public evaluations.
Subsequently, the reports published by Brtgmshaw et al (1980) and
Hockey (1987) described projects and gave general recommendations.
But so far these have remained the only findings disseminated to a
wider public. Similarly, the evaluation of other dance projects
organised under the aegis ofRAAs/RABshas been equally sparse. But
in sharp contrast Brook (1989), Humphreys (1989), Lewis (1989),
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Sarke.r (1989). and Sharp and Dust (1990) identified programmes
initiated under the Arts in Schools and the NFAE umbrella headings
which attempted to identify long term effects. future needs and
approaches: to make recommendations for action: and to disseminate
findings. Yet in spite of this move a fundamental question remained
unanswered. How could dance artists in education practice be more
regularly monitored, researched. and the results disseminated to a
wider public? Further discussion on this topic takes place in 10.2.
Second. the case study clarified how the evaluation process at local
level was further divided into two sets of activities. The follow-up
meeting involved representatives from the ACGB and/or RAA. the
company. the host Institution and. at times. participants. Here the
Intention was to clarify what had taken place. to consider the effects
of the project on the parties concerned. and to inform future
developments at national level. While project partners were also
expected to write independent reports the case study (see 6.22)
revealed that these may have been neither discussed with the parties
concerned nor shared in a wider public arena. Thus. to reinforce a
previous potnt, the wealth of information gathered from a particular
project was not used to further public debate. Hence. dance artists
and dance educators have neither been able to build on the successes
nor avoid shortcomings of previous projects.
Another crucial question has also remained unanswered: why
has evaluation been so ineffective? If ' could have well been a direct
result of aims which were all embracing. failure to identify and to
follow through appropriate planning processes, and a lack of clarity
QSf~(.t~
about what was to be targeted and to what purpose. ~1Ac.h affected the
n
material gathered and thus the findings presented in any report.
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Literature and the case study also failed to address the topic of the
ongoing monitoring of projects. Throughout there appeared to be a
hidden assumption that both parties could overviewwhat took place
and communicate concerns on an individual basis as and when they
arose. Absence of a formalised structure did not encourage active
dialogue between the two parties in the resolution of organisational,
teaching or pollcy issues. The notion of planning formalised monitor-
ing meeting structures into a project on either a daily or weekly basiS.)
to allow dance artists and dance educators to explore the interface
they both share.is returned to for discussion in 10.4.
Although the ACGB stressed the importance of follow-up work the
term, which derived from the ACGB, was itself confusing (see 2.3).
Despite the ACGB encouraging partners to discuss and to engage in
further work with specified dance artists this feature was rarely
realised to the satisfaction of dance artists, or dance educators or
participants. Post project contact has tended to take place with a host
t.iHtc..t'
institution in one of two ways, selected dance artists or a company
"
worked with as many participants as posSiblej or a dance artist
undertook choreographic work with a selected group. The success of
such a venture was dependent upon the expertise of the particular
individuals involved. However, all too often the planned follow-up
period did not take place for a variety of reasons which were either
company or institution based. The case study. 6.22, showed how once
a project was completed, pressure of touring demands and financial
restrictions distracted dance artists. Subsequently, as follow-up work
was no longer a high priority dance artists placed their energies
elsewhere. Equally, parallel pressures resulted in dance educators
losmg their enthusiasm for follow-on work particularly when
discussions with a company proved to be problematic. The selection of
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those involved in post-project contact raised a further issue. Negotia-
tions between partners rarely took into account the needs of the
educational context. Hence. company commitments resulted in
attached outreach workers or other dance artists who had no
connection with a company being engaged for this particular work.
7.8 ~~.
The ACGB followed the principle of joint funding adapted from arts
development in general and entered into matched funding
arrangements with LEAs or other bodies so that a significant
proportion of overall costs of projects could be met from this source
(Brtgmshaw et al 1980. Brtgfnshaw 1983. Hockey 1987). Rogers
(1985) suggested that a similar principle was followed by RASs when
allocating ACGB funds under the headings of regional development
money and education work.
Davies (1987) pointed out that the limited money available from the
ACGBfor residency work resulted In companies seeking out business
sponsorship to avoid financial crises. The claim by Mansfield (1987.
p 80) that "In contemporary dance it is far easier to secure business
sponsorship for restdenctes than for a new work" may have resulted In
the increasing focus that some companies placed on education.
including the formation of education units. Yet Nash (1988)
ascertained that even with sponsorship. economic pressures made It
increasingly difficult for larger companies to use performing dance
artists in residency work. This situation was further exacerbated
through the reorganisation of RAAs and the new structure and
funding directives of the newly named RABs.
Similarly. educational institutions faced different yet equally
problematic financial pressures. Briginshaw (1983) and Hockey (1987)
both identified the additional pressures faced by schools and dance
teachers when LEAs did not match ACGB or RAA IRA {3 funding. 'f.
Although the latter has been a valuable negotiating tool with LEAs the
financial implications of Local Management of Schools (LMS) has
escalated the situation. Hence. whether funding could now be secured
from strained educational budgets for dance artists in education
programmes has become even more uncertain. This topic is returned
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to in 10.6.
Despite the attempts by educators to redress the balance of power
from the mid 1980s. artistic priorities continued to dominate. Hence.
neither the nature and force of the original agreement nor the ensuing
processes which resulted when either party was allowed to withdraw
or to modify agreements received due consideration. Yet,as the case ..,(
study (6.21) exposed, this altered the circumstances of a project since
moral and practical issues emerged which generally devalued the
parties concerned.
The substitution. or recalling. or withdrawal of dancers Identified in
2.4 highlighted the dominance of the artistic world. Inherent within
such practice was both an automatic "valuing" of the dance artist
profession together with its parallel "devaluing" of the education
world. Hence, questions must be raised about the relative worth of the
education component if dance artists could, and do, change their
plans at any point in the project. It is argued in 10.6 that the
introduction of binding contracts could place a value on the situation
which ought to lead to mutual professional respect.
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A number of issues have been explored throughout this chapter.
Identification of the gap between dance artists and dance educators
raised questions about how a bridge could be built between the two
professions. Exploration of the current emphasis on wide aims and
the recurring issues which emerged from the continuing dominance of
the artistic world highlighted the need for this topic to be addressed.
Discussion of the planning and meeting strategies. the personnel
involved and the responsibilities faced uncovered topics which
required resolution. The need for appropriate structures for informed
decision making was pinpointed and the impact of current "in house"
frameworks on both the planning for. and the implementation of
projects) queried. Clarification was also required of the unique
contribution that dance artists can make to projects and the role of
the co-ordinator. Concerns about the role of the D.eS and the need for
educators and artists to become more Informed than hitherto about
the principles and practice of dance artists in education programmes
were recognised. Equally important. the knowledge base of dance
artists about the range of educational contexts into which they take
work was also challenged.
Consideration of equality. or otherwise. of joint partners raised
questions about the nature of agreements. the processes followed and
specific planning. While the importance of an orientation period and
the preparation of all those involvedwas highlighted the fundamental
mistrust of project partners remained at the core of the issue.
Significantly. discussion of monitoring. evaluation and post-project
contact/as separate aspects/highlights the need for a more formalised
Structure than hitherto. 'Ii
11
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Finally. throughout the chapter the researcher sought to reveal
conclusions about some of the deep. underlying causes (e.g. the
different training of artists and educators. the predominance of the
ACGB and the relative non-engagement of the DEj, etc.) which have
prevented the dance artists in education movement developing and
maturtng as effectivelyas it might.
When these topics are returned to in Chapter 11. arguments are put
forward for projects to be designed as a coherent whole.
PART4
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Chapter 8.
The Project: A Working Framework.
8.1 Introduction.
Brtgtnshaw (1983) identified five project structures which differed in
length and intensity. First. "one-oft"meetings of the two parties took
place in a half day or day visit to the theatre or an organised meeting.
Although this involved dance artists and participants in one or more
activities what took place was necessarily transitory. Second. dance
artists had contact with young people in a full-time resIdency
situation over a period of time which varied from a few days to some
weeks. months or even years. Third. an artist or a company visited a
school repeatedly over a period of time. such as once a week
throughout a term. Some projects of a long term nature (e.g.
residencies) combined aspects of the one-off situation and the in-
depth experience. Fourth. the artist or company or education
institution either initiated the idea of special packages which included
a variety of activities or had this negotiated with them. Fifth. many
projects of a long term nature (e.g. residencies) combined aspects of
the one-off situation and an in-depth experience. However. some of
the concerns which arose were inherent within. and stemmed from.
the particular type of structure followed. Indeed. as Sharp and Dust
(1990) clarified. each type of structure influenced the kind of
interaction that took place.
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The investigation of current dance artists in education practice in
Chapter 2 identified a number of activities common to all projects.
Although these were initially performance orientated, Hockey (1987)
noted that participatory elements introduced in the late 1970s
developed throughout the ACGB scheme. This led to a position
whereby educators were often pressurised to maximise both the
activities offered and the number of young people involved. As
Bngtnshaw (1983) claimed, the activities undertaken by dance artists
and their relation with past and current roles were partially
responsible for certain issues which reappeared in a variety of
contexts. One Included those activities which derived from the
professional world such as performance, preparation for performance
Q I te(l" (\r,' "c
and choreography. The other involved 1\ functions which emerged
alongside the development of the dance artists in education movement
such as lecture demonstrations and teaching. Sharp and Dust's
(1990) parallel classifications of maker, presenter and
instructor /facilitator in artists in schools practice in general were not
sufficiently expUcit to be used for this study. Hence, Briginshaw's
(1983) dance-specific categories have been adapted to aid the
discussion •
In this Chapter discussion of the school context and personnel
precedes debate about contact with dance artists. Adshead's (l981a)
three stranded conceptual model for dance study provides a
structured framework for debate. Since the early 1980s, acceptance of
this model as the consensus viewof dance education, together with its
common usage by dance artists, has provided a common terminology.
Significantly, the interrelationship between what dance artists do as
they engage in choreography, or performance or appreciation affects
how this is perceived by young people and dance educators. Hence,
the issues raised necessarily embrace all three parties. Furthermore,
the inclusion of the dance as art model in Physical Education in the
National Curriculum (DES. 1992). albeit under the slightly different
headings of plan. perform and describe. further justifies their use
here.
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8.2 The school context.
Hockey (1987) revealed that the residency structure adopted 10 the
ACGBprojects continued to affect the success of a project to a greater
or lesser extent. Several difficulties deriving from the unfamiliarity of
the educational context identified by Brtgtnshaw et al (1980) and
Brlginshaw (1983) persisted in more recent work. These ranged from
constraints experienced in working in a perceived bureaucratic
institution to such practical matters as the number and length of
practical sessions. to the make up and size of groups. to issues
related to timetabUng commitments and to teaching demands. In
addition. Hockey (1987) explained how the insecurity and isolation felt
by dance artists was further aggravated when combined with the
constraints of administration. organisation of a performance. and
extra rehearsals. Overall. the most Important single factor which
recurred was the confusion experienced about the many different
types of roles that artists could fulfil. This is considered as a separate
topic in Chapter 9.
Hockey (1987) and Sharp and Dust (1990) Identified the low priority
given in some institutions to the arts In general and to dance as a
particular concern. Brlgtnshaw et al (1980) and Hockey (1987) also
stressed the importance of the head teacher and the dance educator In
those schools committed to substantial arts education. dance as a
performing art and achievement of excellence in the arts. These
authors argued that such contexts provided the base for a mutual
understanding which allowed dance artists to be welcomed into a
school and enabled the dance teacher to take advantage of the
residency. Hockey (1987) further maintained that attitudes of
head teachers at times compounded the issue as it was not clear
whether they were committed to this area of work or viewed itmerely
as a useful political career move. However. Sharp and Dust (1990)
decided that the role of the head teacher and his/her continuing
involvement was crucial to the success and status of a project as was
the support of such other key personnel as the head of department.
Although Hockey (1987) argued that the role of dance tutors was
significant she claimed that many had not gained fully from a
residency as head teachers rarely released them from normal timetable
commitments. Subsequently. the heavy burden carried while a project
was in progress prevented teachers from being aware of new
approaches. acquiring different perceptions of the capabilities of
pupils. and/or becoming self stimulated and motivated.
Subsequently. many teachers were unable to build on what dance
artists offered. as for example. the nature and style of a dance or a
particular approach. This contrasted the considerable benefits Hockey
(1987) claimed were gained when the overall administration was given
to a school co-ordinator other than the teacher involved. This topic
has not yet been resolved.
While discussion in 7.4 identified the diverse welcome given to dance
artists within host institutions. and hinted at internal problems. lack
of reports from both ACGBand other independent projects prevented
in-depth exploration of the issue. However. 6.2 demonstrated those
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problems which could arise at secondary and tertiary levels of
education when staff as a whole failed to anticipate realistically the
demands of the project. Difficulties were encountered when normal
timetable commitments of both staff and young people were affected.
It also disclosed how the views of participants could be adversely
affected when staff in general questioned the overall value of a project
and failed to give it positive support. The confusion and
disillusionment which resulted as participants became embroiled in a
conflict between normal commitments and residency demands could
be mirrored in other secondary and tertiary education contexts.
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In general. literature failed to recognise that dance educators have
skills which could benefit all residency participants. including dance
artists. Hence. the notion of joint ownership of projects has rarely
been followed through in practice. But this is hardly likely to become
reality unless the professionalism of the dance educator is recognised
as being equal to. although different from. that of the artist. However.
dance educators might be able to make a valid contribution to
projects if dance artists acknowledge that teachers have something
unique to bring to the situation. This topic is returned to in 10.4 as
the contexts in which projects are based effect. to varying degrees.
the success.of f roj ecJ~•
Two further problems emerged. The first stemmed from residencies
taking place Within the middle or towards the end of a busy touring
schedule. Carlisle (1993) revealed how small-scale companies faced
particular difficulties if they had no replacements when dancers were
injured. She maintained that in such instances commitments were
neither honoured nor modified in consultation With the dance
educator. The second. which derived from visitors watching dance
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artists working with young people. has been ignored in recent
literature. Briginshaw et al (1980) linked the vulnerability experienced
by dance artists in the pilot projects with the assessment of teaching
and choreographic abilities by personnel from the artistic and
education worlds. Both these topics remain unresolved.
8.3 Contact with dance artists.
Brtgtnshaw et al (1980). Briginshaw (1983) and Hockey (1987) each
identified the different positions held about the amount of time that
participants had with dance artists. The viewwhich favoured one-off
contact with one or more dance artists in both short and long term
projects and adhered to the notion of projects as experiential was
influenced by the initial aims of the ACGB scheme. This led to the
questionable practice of dance educators endeavouring to get their
"money's worth" and thus the inclusion of as many practical elements
as possible for the greatest number of participants. But 6.21
demonstrated clearly that it was this very expectation which led to the
width of activities offered. and thus to the disjointed. vague and
tokentsttc dance experience in which the majority of young people
were involved. The other view enabled selected groups to have more
consistent contact with dance artists and provided the opportunity for
In-depth work. While this practice became common to long term
projects it led to concerns about the selection of participants. In
general. project aims determined the emphasis placed on one or other
of these distinct types of engagement.
Hockey (1987) argued that while both approaches were present within
projects of any length the gap between the experience of participants
widened in those of a longer duration. In particular she maintained
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that in -depth work allowed participants to be engaged in a more
beneficial and longer lasting learning experience than "one-off
sessions. She further claimed that itwas only education contexts with
established dance traditions which could provide the required support
as a residency was in progress and also sustain the work after the
conclusion of the event. Hence, Hockey (1987) questioned the value of
projects which only allowed limited contact with dance artists,
particularly when they were placed in institutions with little, if any,
prior dance background. Yet despite Hockey's (1987) assessment
many NFAEprojects and the 1992/1993 East Sussex Frontiers and
Vitol initiatives covered a number of schools. Such patterns enabled
LEAs to spread funding in an attempt to stimulate dance activity. But
as 2.8 indicated this caused comment on the superficial contact
experienced and the pressures faced as dance artists moved from
school to school (e.g.Humphreys, 1989: Lewis, 1989).Questions must
therefore be asked about the artistic and educational value of the
activities that took place and their long term effects.
Six other related issues arose. First, while Briginshaw et al (1980)
claimed that the ACGBbelieved that it was beneficial for some young
people to be involved in an intensive experience, dance educators
expressed their concern about the problems encountered. Even so,
little attention has been given to the rationale which underpinned the
practice.
Second, questions were raised in 6.3 about the differences between
the nature of the in-cohesive experience In which the majority of the
young people were involved and the in-depth work experienced by a
few. Hockey (1987) maintained that in-depth work allowed
participants to be engaged in a more beneficial and longer lasting
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learning experience than "one-off' sessions. In general. Briginshaw et
al (1980) and Hockey (1987) both identified that in general dance
educators focused on negative aspects rather than on examples which
showed. for example, an improvement in the development of control. a
high level of concentration and self-discipline, and a mature, positive
and responsible attitude to performance even in work shown several
months after the conclusion of a residency. Yet,while the experience
leading to a new dance and its performance has come to be regarded
as generally beneftctal to participants, the advantages gained from
focusing the resources of a project during the final weeks on the very
small numbers involved has been questioned.
Third. how young people were singled out for intensive work was a
cause of concern. As Nash (1988), and Sharp and Dust (1990) noted.
the processes followed varied depending on the beliefs of particular
tnstituttons and the requirements of individual dance artists. While
these could be classifted as either self. or teacher. or choreographer
selected, choice appeared to be dependent upon whether groups were
considered to be knowledgeable enough to gain from an intensive
experience. This stance was evident throughout the initial pilot
projects. those of the mid 1980s and in more recent work. However.
Brook (1989) and Henderson (1990) revealed that a selection process
based on ability and interest in more recent work resulted in GCSE,
A/S and A level examination groupings becoming the focal point for
intensive work (see 1.4). Thus. as Hockey (1987) identified and 6.3
affirmed, the concept of labelling a section of a school (or other)
population as a "dance elite" remained a complex issue. Furthermore,
even though in-depth work became a common occurrence of long term
projects. organisational and funding issues prevented most dance
artists from conferring with the dance educator over the selection of
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individuals. or observing young people in dance activity, or working
With them prior to selection. Clarification of the selection processes
would appear to be vital if such opportunities are to be made available
to a range of young people as well as to those following examination
routes. Such a rationale is proposed and discussed in 11.7.
Fourth, little reference was made by Brtgmshaw et al (1980),
Briginshaw (1983), and Hockey (1987) to the equally problematic topic
of the selection of dance artists even though the latter ultimately
influenced the nature of the work undertaken. The added stress
placed on dance artists and participants when funding bodies such as
the ACGB and the RAAs/RABsviewed the finished work was exposed
in 6.5. But despite choreographic work remaining a recurring feature
of long term projects little serious consideration has been given to the
selection of dance artists. In particular, 6.5 highlighted the difficulties
encountered when the concept of intensive work was not divorced
from the focus of the activity. The ditllculties experienced were a direct
result of dance artists having to find alternative ways of working to
create and structure new matenal tnto its final form. As this was quite
different from teaching technique and workshop sessions, the
question of the nature of intensive work and selection of those
responsible for undertaking it is returned to for further discussion in
11.7.
Fifth, the lack of involvement ofboys, has been a topic since the Initial
pilot residencies of 1980. Although Brtgtnshaw et al (1980) noted that
boys took part in some projects there was no concentration on this
area despite the ACGB's Intention to Involve them as fully as possible,
Even when the ACGB funded two all-male dance groups for a time
(see Chapter 3) the situation hardly improved. Thus, in spite of
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Hockey (1987) returning to it as an area of concern the literature in
general has ignored the issue. However. one notable exception. an
NFAE project, focused on the inclusion of boys (Brook 1989). Since
then at least one RAA/RABhas funded male orientated projects in a
move to draw young males into dance (see 2.8). But as Carlisle (1993)
and Childs (1993) suggested, such ventures could do little on their
own to improve the situation. In fact it raised another question since
in the event those taking part were predominantly female. Hence, as
Carlisle (1993) disclosed a conflict of interest arose when dance
educators argued for the project to be opened up to more females to
make it a viable proposition. Thus. how to encourage boys to
participate remains a recurring theme.
Sixth, participants who engaged in intensive work frequently
experienced extra workloads throughout a project period. Problems
became manifest in 6.3 from the attempt to marry high residency
expectations with normal degree requirements. The root of the issue
remained the absence of an agreed policy whereby credit could be
gained for involvement in intensive work. Young people in
examination groupings in secondary and tertiary contexts were
equally vulnerable. Ye~so far) the notion of the concept of gaining
credit through using a project to study aspects of course work has not
been explored. Such a notion of equivalence could have alleviated the
problems faced by those groups followingGCSE, A/S, and A level or
dance courses within degree programmes.
8.4 Choreography.
Despite Cohan's lead in the early 1980s, dance artists rarely engaged
participants in the body of knowledge that structured and informed
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the concept of choreography. However. Hockey (1987) noted a shift
from the early disquiet of dance educators to a more positive position
about the suitability and value of choreographic work. This change of
attitude paralleled acceptance of Adshead's (1981a) claim that the
body of knowledge which structures the making of dance could be
taught and practised (see 1.3, 1.4). This became manifest in a focus
on the craft of composition and the abstract principles,
commonalities, patterns and differences to which these give rise.
Discussion of the Adshead (1981a) model in 1.3 and 1.4 revealed a
body of knowledge which holds true for all types of dance activity.
While it was not aligned specifically to the dance as art notion its
structures could be applied to the nature of choreography and the
practices which arose from these. Furthermore, acceptance of the
tripartite model of dance as art in education resulted in choreographic
principles being taught to young people in higher, tertiary and
secondary education. Yet despite this focus and creative work
featuring as a participatory element, little attention has been given to
c-hO I" e.o~"'Qf'J.,:c.-
. aspect in projects.
1\
As Table 14 displays, a range of activities can take place under each
heading. These are considered separately here to guide discussion.
To reiterate a point made earlier the topic of dance artists as
choreographers working intensively with groups of young people
towards some form of choreographic presentation at a final sharing or
performance has been debated since the initial ACGB pilot projects.
Brtgmshaw et al (1980), Macdonald (1981a), Brtgtnshaw (1983) and
Hockey (1987) each reflected that the core of the problem stemmed
from different beliefs about how young people should be engaged in
Table 14:
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Curriculum content in relation to typical dance
artist s'areas of activity with an identification of
participants' and dance educator 'sinvolvement
DANCE ARTISTS PARTICIPANTS EDUCATORS
C H 0 REO G RAP H Y
ObsenationCompany
repertoire
Own composition
(i.e.movement
research)
Choreoarapher's
composition
(intensive groups)
Reconstruction
Repertoire and Workshops
Principles of
choreoaraPhy
Choreography
with dance artist
(Intensivegroups)
Obsenation
Obsenation
Company performance
P EmF 0 R M A ~ C E
Workshop Workshop perfonnance Obsenation
performance
Technique
Interpretation
Technical
considerations
Technique
Interpretation
Technical
mnsiderations
Technique
Obsenation
Performance
APPRECIATION
Lecture demonstration
Open preparation-
technique/choreography
(Practical work-
technique Iworkshops)
Discussioo
Obsenation
Interpretation
Movement analysis
Evaluation
Discussion
Interpretation
Movement analysis
Evaluation
Discussion
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the creative process. The concerns of dance educators who continued
to uphold the MED tradition arose from the belief that participants
should create from their own thematic material. This differed from the
practice of dance artists who determined both the ideas and the
content covered. Hence, dance educators were worried about the
rightness, or otherwise, of pupils engaged in dance activity largely
formulated by dance artists. Hence, questions about the validity of
participants working towards a final performance stemmed from
young people working in ways which imitated the professional world.
Warnings from Briginshaw et al (1980), Brigtnshaw (1983) and Hockey
(1987) that dance artists should not be pressurised to create
completed dances were largely ignored. Likewise little heed was taken
of the dance artists unease at choreographing with students who were
"immature and inexperienced dancers" (Briginshawet al, 1980, P 18).
Yet in spite of the misgivings of both professions Davies (1987) and
Nash (1988) showed that choreographic ventures expanded. Young
people became involved in choreography presented as part of a
company performance, and in choreographic and performance work
alongside dance artists. In such instances the results of the
choreographic period, i.e. new dances, differed depending on the
ability and expectations of selected dance artists and their subsequent
interactions with young people.
Intensive work took on a significant new direction when the focus
widened to include repertoire work based on the requirements of the
A-level examination syllabus (see 2.4). Subsequently, the criteria for
the selection of students at times was dependent upon their
involvement in examination work. YetJ despite this increase in
intensive work) little attention has been given to choreographic
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development or content. However. analysis of data in 6.4 disclosed
that dance artists invariably fused choreographic principles. critical
appraisal and content as they developed a particular dance. The
choreographic project was extended further when professionals
inserted their own performance amongst that of young people in a
new work. This allowed the process and the product to become a
shared collaboration.
The collation of literature in Table 13 revealed that during the
1970s and 1980s technique became complemented by a variety of
activities normally termed "creative" workshops (Brtgtnshaw et al,
1980). These caused considerable disquiet throughout early practice
because of the contribution that pupils made, or had the opportunity
hQc1"t'r'\
to make, to the creation of dances. Redfern (1973a, p 71) argued that
1\
this issue was complex and confused because of the different
perspectives of "creativity" and expression, the pervasive influence of
MED which became synonymous with self-expression and the
outpouring of emotion. and the changing nature of dance In
education. She highlighted further the incompatibility between theatre
dance and how dance was taught within education. But
fundamentally the confusion arose because artists considered that
pupils could only create when they had acquired a repertoire of
movements with which to create. But for the educator the starting
point and the focus of all creative work was the chUd producing his
own movement from a given stimulus.
Subsequently, two conflicting views emerged which Influenced the
attitudes of dance educators. First, any suggestion of imposition or
specific direction was deplored by dance educators who favoured
Laban-based concepts. They believed that practices followed in the
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world of the theatre were not appropriate for the education of young
people. Similarly, they also regarded any limitation of the freedom
required for the child to "create" to be directly opposed to one of the
basic principles upon which dance education had been founded (1.2.
1.5). But Smith (1987) argued that reappraisal of MED led to a
gradual change of attitude, to a new approach. and. by the mid to late
1980s, to a different consensus view of dance education (see 1.4, 1.5).
Second. consideration was given to what was referred to in literature
as the "unique" experience. While this issue was first raised by
Redfern (1975a) and developed by Hamby (1979. 1981) It recurred in
the Gulbenkian Foundation report (1980). the report of the initial pilot
projects (Briginshaw et al. 1980). Brtgtnshaw's (1983) research Into
dance artists in education and In Hockey's (1987) overview of the
ACGBscheme.
Although Briginshaw et al (1980) identified that creative approaches
featured in the pilot projects of 1980, Hockey (1987. p 57) revealed
that the term "creative workshops" only came into common practice
after its inclusion in the overviewof the ACGBscheme. These started
to feature in projects when dance educators began to insist that the
high profile given to technique needed to be redressed. But as the
collation of literature in Table 13 revealed. this new term embraced a
multitude of activities loosely called "creative" or "compositional".
Hence. dance educators were confused about what took place under
this umbrella heading and the width of activities covered. However.
/c..d
the vague intention and focus of workshops may have in part' . to
I(
them rarely creating or developing new movement phrases.
This issue was complicated further by the varied interpretations
which fell under the umbrella heading of "workshops" when this was
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widened by the ACGBin the late 1980s to include choreographic and
repertoire aspects and, at times, distinct repertoire classes. Even
though the ACGB's Dance Pack (1988) listed activities, there was no
clear definition of each company's approach. In general, dance artists
offered some form of creative/compositional work based on a dance
or, more recently, taught sections of dances from a company's
repertoire. Alternatively, they placed an emphasis on such
choreographic elements as the creation and design of movements for a
dance or selected choreographic principles. Workshops based on
narrative themes and ideas which might relate to the dance
performance also occurred (ACGB.1988). Distinct repertoire classes
were offered as a more common feature of project work from the late
1980s (ACGB.1988).
Although at times an emphasis was placed on choreographic
elements, what took place did not necessarily expose participants to
the study of choreography. This may have been due to the assumption
that dance artists would automatically pass onto young people their
own unique experience of dance as art. However. as 6.4 showed.
participants did not learn anything new about choreography when
dance artists failed to identify explicitly the concepts used as a dance
was formed. But this contrasted with the emphasis placed on
choreography as an integral feature of the professional training of
dancers. of degree programmes in dance and within the current
approach to dance education. Overall, a polarity existed between the
explicit emphasis placed on what was to be learned about
choreography within the study of dance at secondary, tertiary and
higher education levels and within dance artist in education
programmes. As there appeared to be a need for a coherent company
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policy for choreographic work this topic is returned to for further
discussion in 11.4.
As Hockey (1987) identified, dance educators started to criticise what
actually took place under the umbrella heading of "creative"
workshops. This occurred when they realised that dance artists had a
unique contribution to make which derived from their professional
expertise. This was paralleled with a growing assurance that dance
artists were better utilised teaching workshops which focused on
repertoire. Fundamentally, as dance educators recognised the prime
importance of repertoire as a resource, they argued that dance artists
had the expertise to access master works to participants and that this
was quite different from what they themselves offered.
The initial focus on repertoire took place on an ad hoc basis, and no
coherent approach was developed in the early 1980s. However, Nash
(1988) suggested that since then companies had been pressurised to
strike a better balance between their own performance and education
work. Yet in spite of attempts by such companies as Mantis and EDC
(see 3.31) to explore the use of key works any benefits derived were
minimised because of the diversity of practice and teaching offered.
Hence. discussion In 11.4 and 11.8 raises questions about how dance
artists could use their Intimate knowledge to contribute to detailed
understanding of the choreographic and technical structures of
selected art works. In particular. it considers how repertoire based
workshops could be used speciftcally to enable participants to become
more knowledgeable about dance. Although any or all of these
activities could be offered to pupils, students and teachers. what was
put forward tended to vary in relation to different types of content, the
age and Interest of participants and the varied reason for involvement.
Even though the common terminology used by the ACGB suggested a
cohesive stance from the artistic world, companies failed to make
clear definitive statements which adequately described their distinct
actiVities and/or how these were to be interpreted in practice. As
Chapter 6 revealed, there remained an essential need for dance artists
to clarify the language used so that dance educators could identify
precisely what each company offered. This was particularly important
as the different traditions in the work of ballet and modem dance
companies made the issue complex. Overall. the problem of
terminology and the different meanings and connotations assigned to
Similar terms by dance artists and dance educators in projects has
militated against choreographic discourse and mutual understanding,
The issue has been even more problematic when the same language
has been used with participants in the teaching situation. For
example, choreographic terms which derived from the professional
world could confuse the uninitiated and when used tndtscrtmtnately
could lead to behaVioural problems (particularly in schools). to
boredom and to a low standard ofwork. Hence. the topic is noted here
and integrated into the discussion on choreography, performance and
appreciation in 11.4, 11.5 and 11.6.
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Significantly, the ACGB's (1988) publication, Dance Pack. Dance
Companies. How to use them. Dance Companies. What they offer
demonstrated an increasing emphasis on repertoire-based workshops
and repertoire classes. But as these terms were used in different ways
by companies from different genres dance educators became even
more confused. Interestingly. although ballet companies were more
reluctant than modem companies to undertake this particular type of
work they were slightly clearer about the approaches offered. As
manifest in 6.4 the emphasis on repertotre based workshops
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continued to be a topic. First. dance educators questioned the
educational value of single workshops which did little more than
encourage the enthusiasm of participants or give them a pleasurable
dance experience. Second. dance artists encountered difficulties in the
workshop situation. Third. a marked difference was apparent between
fAt. lCQ.s .. vt:....~1
the performance standards expected in varied activities; ,showed
.. I\.
how dance artists rarely anticipated or encouraged high levels of
performance and interpretive aspects in repertoire or choreographic
based workshops.
Although dance artists have worked at times with other professionals
, hQ"c,. tJ....~e.-
in projects on.. choreographic ventures ra-_r:oe.I~';,been . recorded.
Therefore. insight into the company choreographic period discussed in
6.4 was important since the outcomes of the exploratory
improvisational process and choreographic period were made public
in workshop performances. But, it must be remembered I none of
the performed dances were intended for the repertoire. Indeed. Nash
(1988) claimed that even when choreographers worked with company
members a dance was rarely completed by the conclusion of a project.
Hence. an alternative approach was sometimes taken in which a
choreographer. or a rehearsal director. worked with other
professionals and participants on the re'freauon of material from a
particular dance. This could only add to the richness of a residency
experience for both participants and any young people allowed to view
the work in progress. But as 6.4 clearly showed. a dilemma arose
when this minimised contact with students and "closed" sessions
prevented others profiting from the unique experience. Hence.
questions have to be raised about how a company focus could be
utilised more fully for dance educators and participants.
8.5 243Performance.
"Performance" within a total theatre setting in which dance artists
displayed their technique and interpretative qualities has formed a
central role in dance artists in education projects. Yet"confusion has
surrounded the use of the term from the late 1970s since the
inclusion of participatory elements also described similar features in
the practical work in which young people were engaged. Briginshaw's
(1983) classification of performance activities into six areas showed
how these were affected by the venue. The term then widened further
to encompass workshop performances in which presentation aspects
featured. In these. dance artists and young people either "performed"
separately or together in an audience setting.
As Gow (1977) and Macdonald (1980) revealed. performances in a
theatre setting were complemented at times with school matinees.
Moreover. Cope (1976), Macdonald (1980), Hamby (I981), Macdonald
(1981), Briginshaw (1983), Cole (1983a) and Hockey (1987) all showed
how those in alternative theatre venues such as educational
institutions expanded to include education programmes targeted
towards particular groups. But performance in such venues has not
been without its problems as inadequate facilities},at times) led to a
loss of certain aspects of visual reproduction and auditory effects.
Moreover, the shift of focus of some companies, the disbandment of
others. the appointment of education officers and the subsequent
development of education units resulted in education work moving
into new directions. Hence, Ludus remained the only company with a
'f.Anr,',
specific interest in education "'p. the early 1990s (Johnson. 1989;n . - .
Ludus. 1991. 1993). However. Brooke (1989), Lewis (1989).
Humphreys (1989). Sarkar (1989) and Walker and Hills (1989)
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described how projects under the heading ofArts in Schools. and/or
NFAEand/or AEMS led to an increase in the use of education venues
by individual artists and companies from a range of dance genres .
In general. the public showcase for both the choreographic and
technical virtuosity of a company has been highly acclaimed and its
impact on viewers undoubtedly contributed to the success of any
project. Yet,despite company performance being signtftcant it has not
been used as a central unifying feature of a project and there have
been no criteria which informed the selection of the dances presented
including pieces commissioned specifically for the educational
context. Moreover. 6.5 showed that the absence of an in-depth
dialogue prevented partners from negotiating on the suitability. or
otherwise. of the dances performed.
Furthermore. Hockey (1987) explained that as company performances
within education were presented in as near a theatrtcal setting as
possible each one was usually preceded by a technical and a dress
rehearsal. This ensured that the lighting. accompaniment. stage sets
and props. together with the performance of the dance. met the
artistic requirements normally expected within the theatre context.
But, in general. the only participants who experienced either technical
or dress rehearsals were those involved in concluding "performances".
Yet 6.4 underlined the importance of such experience in bringing
young people in touch with a new dimension of project work. It
demonstrated how participants involved in an in-depth experience
could become enlightened by the professional expectations
surrounding a performance. But,overall,the majority of young people
have not been given an equal opportunity to acquaint themselves with
such aspects. Yet the growth of dance as an art form, together with
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the emergence and consolidation of Performance Arts faculties in
secondary and tertiary education. has placed young people in such
contexts as part of normal curriculum demands. Hence. questions
need to be asked about how this added dimension could be utilised
more fully.
8.51 Artists: performance aspects.
Webb (1976) indicated that the lecture demonstration format was
initially developed by Cohan to introduce choreographic aspects into
the early LCDT residencies. Brtgmshaw et al (1980) and the
Gulbenkian Foundation report (1980) then explained how this was
adapted for use in one of the ACGB pilot projects and then it
infiltrated into the work of other modem dance companies and
remained in almost constant use until the mid 1980s, .However,
Hockey and Mansfield (1990) revealed that it started to disappear
from general use and by 1990 was no longer offered by contemporary
e.arl;e,t'
companies such as LCDT.Yet Castle and Crow (1985). Morris (1985a.
"1985b). Katrak (1987). Rogers (1987) and the ACGB (1988) all
affirmed that concurrent moves in the ballet world resulted in the
lecture demonstration format being used on a more extensive and
consistent basis by such companies as SWRB and LFB.
Throughout. dance artists have been expected to exploit their
professional expertise in lecture demonstrations even though this has
been quite different from the company performance. Depending on the
design of the lecture demonstration. dance artists may have
performed a complete dance or excerpts of movements to give the
audience some insight into its choreographic Structure. Briginshaw
(1983) indicated that in such situations a dance was generally
performed Without lights and costumes in a studio context which.
because of the near proxtm1ty of an audience. could have taken away
some of the "mystique" of the "performance". Furthermore. 6.5 showed
how dance artists were generally in a state of flux as they started and
stopped performing selected excerpts. But young people gauged the
success of what they saw. at least in part. on the performance
qualities of individual dance artists.
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Overall. Davies (1987) argued that dance artists encountered three
difficulties in lecture demonstrations. The first arose from the strain
experienced when dance artists presented work to large audiences
With varied expectations and knowledge. The second emanated from
the need for dance artists to articulate clearly to a vast group. The
third derived from the differing opinions held by dance artists and
dance educators about the intention and value of the lecture
demonstration and how it should be presented. While these concerns
may have led to the initial decline of the lecture demonstration a
fourth cause might also be proposed. The new generation of dance
artists had no current model on which to fashion their own work. As
the potential of the lecture demonstration format has not yet been
realised this important issue is returned to in 11.6.
Dance artists and young people have also taken part in workshop
performances from the mid 1980s. But in general. any reference by
Briginshaw et al (1980), Brtginshaw (1983). and Hockey (1987) to this
aspect has been interwoven with the debate about selected groups
(see 8.3). However, the contributions from participants expanded, from
the dances choreographed with intensive groups, to include sections of
reconstructed repertoire and dances choreographed with dance
artists and selected young people. In addition. dance artists at times
also performed a dance from the company's repertoire. While similar
problems to those previously cited occurred. others also emerged.
Even though the performance role of dance artists was not of prime
importance during the project period they were still expected to meet
public context performance standards. YetIwith inadequate rehearsal
time and without a theatre setting this rarely met expected
professional standards. Hence. tensions may have arisen for dance
artists when representatives from funding bodies were in the
audience.
The professional approach of young people to workshop performances
has taken dance artists by surprise. As Hockey (1987) explained.
participants found the added dimension of performing in a formal
public context challenging. As exemplified in 6.5 the integration of
technique and the choreographic process enabled more able and less
experienced participants to gain from performing something to the
best of their abilities. But in this Instance raising performance
standards was due partially to technique underpinning the developing
choreographic work. Even so the valuing of performance skills above
all else in projects needs to be considered in the light of the cost it
could have on young people. This could be particularly true if the
achievements of participants and dance artists were gauged by what
took place in any culminating workshop performance.
While shartngs, formal or Informal. have also become a significant
feature of long term projects the processes followed inevitably varied
according to the degree of contribution made to choreographed work
by artists. students or pupils. But as 6.5 revealed other participants
were well aware that they lost something vital from the residency
We-resituation when they: •.~not
1\
. included.
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Companies have also offered open preparation in the form of "open
choreography", "open rehearsals" and "open company class".
Brtgmshaw (1983) reaffirmed Webb's (1976) claim that the typical
model for "open choreography" sessions was initiated by Cohan in the
early LeDT residencies. This format was then developed further by
him with LeDT in one of the 1980 ACGB'spilot projects to include an
accompanying commentary and explanation directly focused on dance
artists (Brtgtnshaw et al, 1980). Once it became adapted by other
companies dance artists" as choreographer~ were expected to talk
about their work to an audience. But Brtgtnshaw (1983) and Hockey
(1987) maintained that, in general, choreographers found it dtmcult to
expose the normally private process of making a dance and to talk
about it to those not intimately involved. In particular, they exposed
that dance artists became further distracted by an audience or
visitors in the sensitive moments when movements were shaped into
the dance. However, Sharp and Dust (1990) proved that the questions
this raised about the intimacy of the creative act was not just dance
spectnc. They were equally relevant to the wider context of artists
working in schools.
Dance artists have also been cautious about offering "open rehearsals"
in which an audience could view dances from the current repertoire.
Again initiated and developed by Cohan it continued to be used by
LeDT . until the late 1980s as part of a package offered for young
people in the theatre setting (Hockey, 1987). Although its use
expanded into the work of other companies such as Mantis (see 3.31)
dance artists in general have been cautious about it being included In
education programmes. While "open technique" classes were a
common feature of a project package until the mid to late 1980s they
too declined once dance artists started to offer other activities. Since
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aspects of "open" preparation remained relevant for dance artists in
education programmes this issue is examined in more depth in 11.6.
8.52 Participants and dance educators: the technique debate.
One of the recurring dilemmas of dance artists in education practice
has been the focus on performance. and thus on technique. Webb
(1976) suggested that this could be traced to the formation of LCDT.
the influence of its early residencies on other companies. and the
rapid increase of participatory activity for young people. students and
teachers .in classes. workshops and courses in the modern dance
genre. However. by the early 1970s problems arose and Redfern
(1973b) warned dance educators against the dangers of technique
becoming an end in itself. However. while educators such as Webb
(1976) highlighted the focus placed on both the teaching and
demonstration of technique in the early LCDTresidencies they also
noted positive effects on participants such as the enlargement of
movement vocabulary. Subsequently. White (1977) reflected how
arguments made by dancers for technique to be part of college
courses gained some support. This then expanded so that by the start
of the 1980s Adshead (1980) identified that technique had become an
area of study in higher education.
The focus on. and frequency of technique classes. as evidenced in the
pilot projects of 1980-85/86. manifested the early concerns of dance
educators (see 2.3). Brig1nshaw et al (1980), Brtgmshaw (1983) and
Hockey (1987) reflected the centrality of the issue when they cited the
opposing views about pupils/students participating in technique.
Problems arose as professional training provided the knowledge base
from which dance artists functioned. This was exacerbated as dance
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artists considered it to be a prerequisite for, and an integral part of.
their work: were concerned that they had little else to teach and
desired to improve the physical performance of young people.
Conversely, dance educators viewed the over-emphasis placed on
skills as a restrictive form of exercise which was a potentially
damaging practice for young, developing bodies. The emerging gulf
between dance educators who continued to advocate MEDand those
who came to emphasise the developing dance as art model further
_provoked the situation (see 1.3). Fundamentally, there was a
distinction between the beUefs held by dance educators about a
general concept of dance movement. which provided ideas for the
creation of dances, and technique in the form of a codified style as
used by professionals.
Hockey developed the argument about technique when she asserted
that the evident void between dance artists and dance educators was
partially caused. as
... the artists themselves did not always help to bridge the
gap; perhaps through lack of knowing what else to do. they
taught too much structured technique in a way too remote
from the children's experience and skills. A false dichotomy
arose between technique and creativity. with artists
representing the former and dance teachers the latter.
Hockey. 1987. P 25
Failure to understand the fundamental aims and objectives of dance
education has continued to lead dance artists to value artistic
concerns and ways of working. such as technique. in preference to
those followed in the education world (see 7.3). While the inclusion of
technique as a participatory element provided the bridge between
dance artists and dance educators the focus placed on skills which
I
( emu] .ated the high expertise of dance artists, persisted. Hence.
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Hockey's (1987) shift of emphasis towards an acceptance of technique
for older pupils. particularly those in examination classes. and/or
dance clubs was important. This was reflected in questions now
focused on the most suitable style to teach. to whom it should be
presented. and how it might best be taught. But Hockey (1987) still
noted the concern of educators that the levels of pupils' performance
should not be compared with those training for the dance profession.
However. acceptance that technique was appropriate for selected
participants in higher education. as identified in 6.6. and for those
young people engaged in examination work dUuted the issue to a
certain extent. However.whUecodtfted styles appeared in the National
q H, llift l)
Curriculum at KS 4 the appropriateness of technique for the lower
~
secondary and primary age range remained problematic. In particular.
~().d
Nash (1988) and Brook (1989) questioned the focus placed on
1\
technique when pupils failed to see its relevance to other dance work.
Brook's (1989) claim that poor teaching of technique was compounded
by inadequate planning and the selection of unsuitable material went
some way to identify the fundamental problem.
The lack of in -depth exploration. negotiation and joint decision
making about the function of technique, the style selected along with
the emphasis to be placed on it led to many of the concerns expressed
here. In particular 6.6 showed clearly how the absence of a collective
company policy placed responsibility for decision making firmly with
dance artists. Hence personal preference influenced the importance
placed on technique together with decisions related to time allocation.
the selection of content and the presentation of material. As dance
artists rarel~ either collectively or indiv1duall~ followed a common
approach or presented similar content to parallel groups. participants
were confused by the diversity of material. formats and definitions
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they met. Furthermore. young people with little or no experience were
frequently embarrassed by some professional dance practices
particularly when the high standard of technique demanded was not
met in practice.
The case study, 6.6. also demonstrated that the issue was made even
more complex by the relevance. or otherwise. of the technique
experienced by general and intensive groups. Overall. the negative
attitudes towards technique were a direct result of the diverse
approach and focus that most groups experienced. Any importance
placed on improving performance skills was devalued when there was
either no direct relationship with workshop activities or no explicit
progression and development of material. Inadequate planning. failure
to clarify the distinctive nature of technique for particular contexts.
the lack of a company policy and the absence of agreed criteria on
which any decisions could be based compounded the issue. This was
then exacerbated as artists rarely distinguished between skills and
how these were taught.
In sharp contrast 6.6 revealed how participants in intensive groups
viewed technique as an integral and worthwhile aspect of
choreographic work. This suggested that young people more readily
accepted challenges which were explicitly central to the choreographic
process and to the improvement of their own physical abilities. It
revealed. too. that presentation of the dance in a public performance
setting gave technique an added value. However. little consideration
had been given to how young people could experience a more
consistent and progressive approach to technique so that it became a
more integral. and therefore vital, part of project work. Even though
this issue has been largely ignored since the Hockey (1987) report and
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some dance artists have moved away from teaching codified styles this
remained an area for resolution. While the nature of technique and its
presentation in dance artists in education projects has still to be
resolved the situation has become even more complex because of the
varied use and meanings given to the term.
Dance artists first voiced their concern about the physical competence
of dance educators towards the end of the 1970s. Williams (1976)
cited in Brtgmshaw et al (1980. p 21) found that just as dance
educators questioned technique taught by "inexperienced. untrained
and unqualified teachers". dance artists queried technique. being
imitated by dance educators who had no understanding of its
underlying principles. While both parties expressed equal concern
about those who were "experienced", they each saw the fault lying
firmly with the other. Hence. as Brtgmshaw (1983) maintained. this
recurred as a topic throughout project work of the early 1980s.
However. this situation started to change when dance educators. from
the mid 1980s, were themselves more competent and experienced 10
technique. The growing emphasis placed on dance as art (and thus on
technique) within dance programmes in PE degrees, single honours
degrees in dance, and combinations of two or more subject degrees
which included dance. placed an emphasis on performance (see 1.4).
Thus, those who came from undergraduate courses where dance was
the sole or major area of study may well have h, c. ci a wide
experience (and a proficiency) in various techniques. Dance educators
from the new PGCE dance routes brought something special to the
profession, and thus to projects, as performers. Examination work
also required dance educators to be more proficient in both their own
performance and in teaching technique. Subsequently. more dance
educators should have been able to negotiate the technique
component in project work from both an understanding of the
professional practice of dance artists and the needs of young people.
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8.6 The appreciation cWemma.
Performance elements have allowed education audiences contact with
finished works of art mainly within the theatre setting. Additionally.
the development of dance artists in education practice has led to a
growing number of performances taking place within educational
contexts (Brtgtnshaw et al. 1980; Hockey. 1987; Nash. 1988).
Adaptation of the early lecture demonstration format of Ballet for All
by LCDT from the mid 1970s allowed educational audiences to be
presented with some insight into the making and performance of
dances. For example,
The LCDT residencies in the late 1970s included such
specific appreciation aims as to develop a greater
understanding ofwhat the performances are about ..
and
to break down the idea that dance is something difficult to
fathom.
Gow. 1976. P 361
But in spite of this early model Uttle has been done to encourage
pupils to apprehend the finished work. In general, few possibilities for
dance appreciation were built into either the ACGB projects or the
work of other companies.
Macdonald (1981), as ACGBEducation Officer at the time, echoed
, " ' ., the Gulbenkian Foundation report's (1980)
regret at the lack of appreciation elements when she noted that
in the projects taking place to date. little has been done to
encourage pupils to approach the finished work of art.
Macdonald. 1981a. p 3
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The conflicting views held by dance artists and dance educators
stemmed from who should provide the guidance needed to develop
appreciation skills. Brinson's (l982a. p 30) claim that dancers were
"not very good" at giving "verbal guidance" '£"rher--afflrmed .
Macdonald's (l981a) view. She maintained that the dance artists were
not necessarily the best people to explain their own work despite the
unique insight they acquired into the dances performed. Hence. the
central question, who should provide the guidance needed to develop
appreciation skills, was not easily answered.
The acceptance of the dance as art model In dance education (see 1.3.
1.4) together with the increase and development of dance artists In
education programmes. led to a growing awareness of the Importance
of appreciation elements by dance teachers. The vital contribution
that the teacher could make to this specific area was highlighted by
Redfern who claimed that this was
the special role and responsibility of the educator ...
professionals from the theatre are hardly likely to have
reflected upon the Implications of conducting an aesthetic
debate for educational purposes. and might well have biases
and preferences that are out of place In a school or college.
Redfern. 1976b. p 70
But in the early years dance artists and dance educators neither
agreed on the nature of appreciation nor on who should be the
presenter of such information. Dance artists were reticent about the
importance placed on it by dance educators In the belief that over-
analysis destroyed the mystique of dance work. Equally. they were
reluctant to verbalise about what they had come to know in a
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practical sense and to place anything before an audience which they
believed might intrude between the dance itself and the audience'
enjoyment. But dance educators considered that when dance artists
articulated skilfully about the ideas which informed the dance and its
making. an audience was provided with some insight into specific
dances. Yet as Hockey (1987) explained. dance educators were also
guarded about their own ab1llty to comment upon the work of dance
artists in projects. She also claimed that the source of the issue
stemmed from appreciation aspects being overlooked within MED
training.
Even though Hockey (1987) acknowledged the growing focus placed
on appreciation in recent years she argued that it still required a
greater emphasis. In particular. she highlighted the contribution that
artists working in a longer residency might make in this area and
indicated that this could well help to narrow the gap between dance in
the theatre and dance in education. McFee (1994) supports this
position when he claims that young people need guidance to view
the specific characteristics inherent within a dance. However. the
margmalisation of appreciation as a major feature of project work by
dance artists did not help the issue. Paradoxically this underpinned
what dance artists actually did when young people and dance
educators were either in a predominantly observer or participant role.
The audience could be included to a greater or lesser degree by means
of a verbal commentary in open technique class. open rehearsals and
open choreographic sessions. However,while all these situations had
a common focus on the company their use in projects Varied. How
much they featured was dependent largely upon how prepared a
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company was to place itself in a variety of potentially vulnerable
situations.
From the late 1970s and throughout the 1980s. the focus placed on
technique complemented what took place within audience situations
such as a matinee. a special school performance or a lecture
demonstration (2.2). Company class was used initially to introduce
viewers to. and to familiarise school audiences with. the new modem
dance genre. Any appreciation elements brought in for the audience
were secondary as instructions. comments. correction and
demonstrations were directed to dance artists. But as highlighted in
2.4. there was an obvious decline in the use of company class when
an emphasis was placed on the use of repertoire. Furthermore. its
value was now thought by dance educators to be suspect unless there
was an intermediary between the dance work and the viewers.
As revealed in 2.2 and 2.4 open rehearsals were offered by companies
from the mid 1970s to the early 1980s. But in contrast to the running
commentary from the rehearsal director to the company about such
elements as the technical and interpretative demands of the dance
there was no direct communication with the viewers. The decline in
the use of open rehearsals in the latter half of the 1980s may have
occurred because of the growing expectation that dance artists ought
to communicate more effectively with the audience. Yet even when
observers were left to interpret what they saw for themselves and to
transfer concepts across activities. the open rehearsal situation could
have provided insight into dance works. Viewers could have gained
more from the observing with guidance from an intermediary between
the dance work and themselves. This situation may be currently more
pertinent for those involved in examination work than for lower school
pupils.
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Dance artists were even more anxious about open preparation with a
choreographic focus. As this reflected the notion of the privacy of the
creative act upheld by choreographers. the relevance of open
choreographic situations became questioned by dance artists. In spite
of some exceptions. as in 4.4 and 6.4. in general the process of
creating remained private to the company. Therefore. dance educators
and participants saw little. if any. of the creative process and missed
out on what could have been a valuable learning experience.
A separate but related issue arose from the expectation that a
choreographer could talk about his/her work in open preparation and
discussion sessions. Yet choreographers were usually very reticent
due to the belief that talking about their work detracted from the
viewing process. But dance educators who regarded it as a vital
component of a project argued that unwillingness to share work in
this way was incompatible with the concept of projects taking place in
education contexts. However. whether choreographers were able to
articulate the ideas which informed the dance and its making was
questionable. This is examined in 11.6 in relation to the inclusion of
appreciation elements in the National Curriculum.
Although lecture demonstrations were a common feature of dance
artists in education practice their design and presentation prevented
them from being as effectiveas they might have been. The case study.
6.5. showed how a company offered the same format to more than one
group regardless of the differing ability and experience of the
audience. But the appropriateness of one programme format for a
spec1ftc audience did not mean that it was necessarily right for other
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groups within a project. Young people in audiences which ranged from
lower to upper school pupils including GCSE, A/S and A level
groupings had a very different experience and knowledge base.
Therefore the range of different audiences needed to be considered in
the design of the lecture demonstration.
There appeared to be no easy answers to questions raised about who
should provide the guidance needed to develop appreciation skills.
Just because dance artists gained a unique insight into the dances
performed it did not necessarily mean that they were the best people
to explore their own work or to give verbal guidance. Furthermore,
how reflective dance artists were about the dance together with any
biases and preferences held and how skilful they were at presenting
influenced the information given to viewers.
The contribution of the teacher to the whole procedure was also
questioned. WhUe some dance educators came to accept that they
might well be the intercessionary between the art work and the pupil,
others were more dubious. Those dance educators who questioned
their own limited knowledge feared that their analytical attempts
could not do justice to the selected piece. This could explain why
many dance educators continued to rely on dance artists to present
lecture demonstrations. But dance educators have a wealth of
particular skills not assumed by dance artists which could be utilised
more fully than hitherto. Chapter 11 explores the possibility of dance
educators collaborating with dance artists and taking on more
responsibility for both the planning and presentation of lecture
demonstrations. However, dance educators can only make appropriate
decisions for a specific audience when dance educators are
knowledgeable about a company's repertoire.
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The move by dance educators to engage young people actively in art
work. both as observers and participants. indicated that there was
something specific to be learned through practical involvement in
selected works. Even though dance artists did not constder
appreciation to be one of their primary functions. they fulfilled this
role when teaching and demonstrating. For example, 6.4 and 6.5
revealed a marked difference in the work of dance artists who placed
an emphasis on appreciation in technique and workshop activities
and others who rarely mentioned such aspects. Again. only in the
intensive groups' developing choreographic work was there a
consistent concern for critical appraisal. Moreover. failure of dance
artists to focus on appreciation elements became manifest in the lack
of progression and development ofmaterial.
The continuing disregard of appreciation elements by dance artists
also ignored both the current emphasis on the tripartite model of
dance education and more recently its inclusion within the remit of
dance in the National Curriculum. Moreover.as dance educators now
recognised appreciation to be the informing element of project work.
the implications this has for "Partnerships" must be explored.
Questions. therefore. need to be raised about how dance artists could
help individuals to come to know and to understand something
specific about dance work. Indeed. dance artists may have a
particular contribution to make in this area which could help to
narrow the gap between dance in the theatre and dance in education.
8.7 Summary.
This chapter sets the foundation on which much of the following
discussion is based. It reveals that despite the progress made there is
still a gap in the relationship between dance artists and dance
educators which prevents the notion of partnerships being totally
effective. An examination of common project structures discloses that
the Important issue of contact with dance artists requires further
consideration. Discussion of the positive or negative effects that
context conditions could have on a project raises other issues which
need to be addressed. Similarly the workloads experienced by dance
artists and dance educators require further debate. Consideration of
the range of dance specific activities that dance artists offer uncovers
the complexity of the experiences inwhich participants could engage.
Finally. the roles that dance artists take on and the difficulties
encountered are noted as an issue which requires clarification. These
topics are returned to in Chapters 10 and 11.
While the National Curriculum welcomed the notion of "Partnerships"
these may develop and mature in dance only if artists and educators
recognise the need for clearly articulated joint aims and objectives.
For this kind of work to be arranged at all implies that the organisers
are unwilling to leave collaboration to chance. There is. however.
obviously a problem in the Interpretation of aims. They might be more
easily understood if they are considered as ideas which reflect the
needs and aspirations of the parties concerned and their particular
artistic and educational cultures.
The root of many of the problems addressed is the need for a company
to determine a clear. coherent poUey of what takes place under the
heading of choreography. repertoire based workshops and
appreciation. This would allow choreography to be given a much
higher profile than ever before. Similarly. the distinct ways that
repertoire can be used and the different outcomes that this can lead
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to require clarification. Equally important, the central role that
performance, in its widest sense. can play in project work needs
addressing. This necessitates agreement on a collective company
policy which enables technique to become integral to the developing
choreographic or repertoire work and which includes. also. the added
dimension of theatrical presentation. Likewise. the need for an
intercessionary between all dance work and young people requires
further consideration so that appreciation aspects can permeate all
project activities. Finally,fhen;> 0. ntf;.J t: consider whether the
principle can be established that dance artists ought to use the act of
making a dance. or involvement in repertoire based work. or the
appreciation of a particular dance as the starting point for project
work. All other aspects can then be brought into play around one
central idea. The argument for coherent project design is developed in
Chapter 11.
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Chapter 9
The Roles undertaken by Dance Artists, Participants,
and Dance Educators: expectations and outcomes.
9.1 Introduction.
In the mid 1970s Cope (1976) and Webb (1976) both identified the
problematic nature of the roles taken on by dance artists in projects.
This was then followed by Brigtnshaw et al (1980). the Gulbenkian
Foundation report (1980). Hamby (1980). Macdonald (1980. 1981a)
and Briginshaw (1983) all of whom attempted to clarify the confusion
which arose from the multiplicity of the functions fulfilled by dance
artists. But Hamby (1980) Identified the core of the problem when she
. claimed that the issue stemmed from whether or not the dance artist
had anything to offer to the education context and how this was
realised.
Brig1nshaw (1983) was the first to categorise the dance-specific roles
of dancer. choreographer. teacher. adviser and animateur. These were
then used by Hockey (1987) as she debated the successes and
problems encountered throughout the ACGB scheme. While both
authors agreed that the roles of dancer and choreographer were most
consistent with the training and professionall1fe of dance artists they
realised that all other roles wflre ~uh sumed within the education
context. Although Sharp and Dust (1990) also classified roles
undertaken by artists in education these were not sufficiently dance-
specific for this study. In the following discussion, based on an
adaptation of Brtginshaw's (1983) classification, the role of
choreographer has been considered, even though all dance artists do
not have this experience; another function, that of presenter, is added
while the animateur role is subsumed under the adviser heading, and
that of administrator, merely noted.
264
Table US shows the roles assumed by dance artists in different
activities under the organising concepts of choreography. performance
and appreciation and reveals that these in turn have influenced those
adopted by participants and dance educators. Examination of the
functions of each party under these headings provided a coherent
structure which allowed cross referencing to take place more easily
between the concerns addressed here and project activities discussed
in Chapter 8. The role of teacher has been explored separately.
9.2 The dance artist as choreographer and performer.
Brtgtnshaw et al (1980). Brtgtnshaw (1983). Harrison (1986), and
Hockey (1987) all agreed that performance has been the most
predominant and consistent role for which dance artists have been
most prepared In their professional training. Since the 1970s it has
also remained the one regarded by dance artists as being most
significant within the education setting. Hence. as no clear guidelines
were given by the ACGB (see 7.3) dance artists assumed that their
prtnctpat role was to show their distinctive way of performing and/or
choreographing. However, even when this was reaffirmed by
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Table 15: The roles assumed in dance artists in education
projects by dance artists, participants and
educators
DANCE ARTISTS PARTICIPANTS EDUCATORS
c H 0 R E 0 G R A P H Y
Intensive groups Somecontribution Observers~---------- ----------- -----------Workshops Participants Observers~----------.----------- ------------Own composition . Someparticipants Observers----------- --~--------- ------------Examination Work Somecontribution Observers
p E R F 0 R M A N C E
Company Performance Audience Audience----------- ~-----------~-----------Workshop Performance Selectedparticipants Audience----------- ~-----------~-----------Other Performance Roles:
Lecture demonstrations Audience Audience
Open preparation Audience Audience
Technique sessions AWselectedparticipants Observer
Workshop sessions AUlselected participants Observer
A p P R E C I A T I 0 N
Lecture Demonstrations Audience Audience~---------- ----------- ------------Open Preparation:
Technique Audience AudienceRehearsals
Choreography
r----------- ~-----------1"'"-----------
Practical Work:
Technique Participw1s Observers
Workshops
p R E S E N T I N G
Lecture Demonstrations Audience Audience----------- ----------- ro-----------Workshop Performances Selected Groups Audience----------- ------------ ~-----------Final Forum Selected Groups Audience
T E A C H I N G
Practical Activities Learners Observers----------- ------------ ------------
Technique Learners Observers----------- ~-----------------------Workshops Learners Observers
266
Macdonald (1980. 1981b) as a prime reason for placing any artist in
an educational establishment, dance artists remained confused about
what was expected of them. The roles undertaken by dance artists ha ~
been a major source of unrest not only in the early ACGBprojects but
also in more recent ventures (see 2.4. 2.8). While dance artists were
trained for and familiar with some roles. these assumed other and
different types of identity within projects.
As previously stated in 2.2 since the inclusion of choreographic
elements for the company in the LCDT residences in 1976 (Webb,
1976) some dance artists have taken on the role of choreographer
throughout longer term projects (Brtgmshaw et all 1980). Hockey
(1987) maintained that it then became a consistent element of ACGB
residency work and Davies (1987),Nash (1988) and Henderson (1990)
named it as a feature offeredby other compames and individual dance
artists. However, Brtgmshaw (1983) suggested that many dance
artists who did not have choreographic experience questioned this
role.
Examination of workshop activities endorsed that this function was
also taken on by dance artists when they focused on content based on
either key works from the repertoire or on choreographic aspects (see
8.4). While Brook ,1989) and Henderson (1990) disclosed that while
dance artists at times worked as choreographers with examination
groups at GCSE, A and A/S level, they failed in general to recognise
the potential of this particular area of the curriculum. Yet such young
people had a potential to work in ways similar to the professional
dance world as they had already acquired relatively substantial
degrees of experience in both technique and choreographic work.
Furthermore. 6.7 also made the point that while dance artists at times
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undertook this function in workshops they often operated in a
somewhat vague and inconsistent manner. The contrasting focus on.
and approaches to. key works from the repertoire and the
fundamental concepts of choreography illuminated the problem. In
general. dance artists either focused explicitly on certain selected
choreographic principles as movement was shaped into a coherent
artistic form or assumed that these were implicit within the given
material.
Davies (1987), Mansfield (1987), and Johnson (1989) also suggested
that choreography was central to the work of individual dance artists
and in project work undertaken by large, middle and small scale
touring companies. Brook (1989) and Henderson (1990) then helped
to clarify that some dance artists used choreography as the central
organising concept for projects, both with colleagues and project
participants. This occurred with other professionals in two main ways.
First, as a choreographer engaged with young people and
professionals either in independent groups or together, on the
creation of a new dance for performance. But such situations were
problematic as dance artists tried to maintain artistic integrity while
struggling to develop a dance over a short period of time with
untrained young people. Hence, they were often in danger of losing
the single mindedness of the role which typified the process engaged
in within the professional theatre context. Added pressure was also
faced when dance artists and young people worked alongside each
other because of their diversity of experience and expectations. Other
tensions were created by exchanging the privacy of the company
rehearsal for one which was often far more public, and anticipation
that the finished work was to be appraised. Second. 6.4 and 6.7 also
exemplified how dance artists. who did not normally consider
themselves to be choreographers. faced additional stress when
imprOvisational situations became more structured. They struggled to
complete and to present dances in a workshop performance,
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While choreography has become accepted as the pivotal concept of
dance artists in education programmes. well-established
choreographers attached to major companies from both the modem
and ballet genres have rarely been involved in projects. In general
dance artists who have taken on the role of choreography could be
categOrised into fivegroups. Those who:
1) were beginning to establish themselves as young professional
choreographers;
2) choreographed with other company members in workshops to
produce new work for such events as "Spring Loaded";
3) undertook choreographic commissions for youth and/or
education groups under the heading of either a company
outreach worker or free-lance dance artist;
4) perceived themselves to be primarily performers with a
secondary interest in choreography;
5) assumed a choreographic role in education contexts as part of
their role as education officer.
Dtscusston in 8.3 noted that literature made llttle reference to the
selection of dance artists for the choreographic role. The core of the
problem stemmed from a general assumption held by artistic
directors. education officers and dance educators that the unique
experience that dance artists have of dance as art automatically
provided them with a high level of expertise in the craft of
choreography. Yet the very nature of professional training equipped
dance artists to be performers rather than choreographers. But the
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instigators of projects assumed that dance artists could automatically
transmit knowledge of choreography gained through performance
experience to participants. However. as 6.4 proved. it was only those
dance artists who choreographed frequently for the professional world
who were able to sustain the role without help from the artistic
director and/or other dance artists. Others found the task particularly
daunting. Overall these findings suggested that there has been a
tendency to underestimate both the choreographic problems which
arose. and the resulting pressures faced when dance artists did not
have prior experience of shaping new material within a framework of
artistic and aesthetic criteria.
To reiterate a point. the role of performer was the one consistently
undertaken by dance artists in projects and the one that most
equated with their professional training. Discussion in 2.3, 2.4 and
2.8 suggested that the normal performance demands placed on dance
artists in the theatre domain became expanded when they performed
t.v,elt" t
in education venues. As revealed in 4.6 and 6.5 these became "when
dance artists accommodated the stress of touring demands: adjusted
to an environment which did not totally meet normal professional
requirements: performed dances which possibly lost something of
their mystique: and adapted to the close proximity of the performance
situation. This, together with the contact made with dance artists as
individuals. placed dancers under closer scrutiny than in the
professional theatre context. Consequently, when a performance was
not as finished as itmight have been the audience critically appraised
the ability of individual dance artists as performers rather than the
dance itself.
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The role of dance artists as performers in workshop performances was
a major one. But discussion in 6.5 articulated for the first time
tensions which emerged as dance artists strove to retain their
performance standards. Despite such challenges. the professionalism
of dance artists enabled them to modify their role to the difficulties of
the "theatrical" Situation. But such issues were not case study specific
as workshop performances have become a common feature of long
term projects. Therefore. there must be realism about the contrasting
demands placed on dance artists and the performance standards
which C·QI1 be maintained.
The different performance roles placed on dance artists in lecture
demonstrations has been ignored In the literature (see Table 13).
However. analysis of data in 6.7 enabled these to be classifted in two
main ways. First. dance artists faced the single role of performer when
selected pieces were performed from the company repertoire. Second.
the dance artists I high professional expertise had to modified in
relation to the context. For example. any performance of sections or
phrases from dances was interspersed with engagement in dialogue
with the audience. Subsequently. although the performance of
selected phrases might exemplify certain characteristics for the
audience it created substantial demands on the performance of dance
artists.
In addition to the more conventional performance roles other specific
challenges emerged when performing in sessions open to viewers.
While Webb (1976) showed that dance artists took on the role of
demonstrator Brlginshaw (1983) and Hockey (1987) noted the unease
J
dance artists felt when presenting particular aspects of their training
in open preparation sessions. But in these dance artists performed at
levels appropriate for specific activities such as open company class.
open rehearsals and open choreographic sessions. However. dance
artists faced different expectations when the focus was on maintaining
technical virtuosity. or perfecting sections from a dance. or when
finding and shaping new material. This may not have been
appreciated fully by participants who were probably unaware of the
privileged nature of watching dance artists as performers in a training
situation; or Viewing dance artists in an open rehearsal; or the
exceptional occurrence of external observers watching the creation of
a dance.
Brigtnshaw et al (1980), Brtgtnshaw (1983) and Hockey (1987) also
revealed that the dance artist often employed a modified performance
role in teaching. While the use of performance skills in this context
has been overlooked generally in literature 6.4 exempUfted how dance
artists could provide participants with a "goodenough" model to copy.
This happened when they demonstrated, or modified demonstrations,
or when they taught set movements in either a technique class or
when reconstructing a dance. But this problem was exacerbated
further in workshops when dance artists at times demonstrated
movements from the repertoire or gave examples of movement for
young people to copy. Furthermore, as suggested in 6.7, even though
demonstrations were a vital feature of the teaching and learning
process they were not always "performed"with a sense of artistry.
9.3 The dance artist as presenter, appreciator, teacher and
adviser.
Dance artists frequently faced new demands in education contexts.
Although the role of presenter was not identified by Brinson (l982b).
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Briginshaw (1983). Harrison (1986) or Hockey (1987). Sharp and Dust
(1990) suggested that itwas used by dance artists in three main ways.
First. it encompassed those activities in which dance artists engaged
in an interface with pupils when primarily in a formal audience
situation such as lecture demonstrations and open forums.
Discussion in 2.2. 2.4. 3.3. 3.4 and B.6 highlighted that one of the
challenges faced by dance artists was how best to focus and to
present the lecture demonstration so that an audience could be
guided to view the particular work. But Hockey (1987) proposed that
some dance artists regarded any information that they gave to an
audience in order to draw them into the dance as interference. They
believed that individuals could themselves associate with different
aspects of a dance. But this j s contrary to McFee's (1994) position
that particular characteristics needed to be highlighted to enable
young people to more easily understand and appreciate a dance.
Hence. as previously stated. the attitudes and expertise of individual
dance artists influenced how much insight an audience was given into
selected dances.
Second. appreciation was present in open technique classes and open
rehearsals if the dance artist or choreographer was mainly giving
information to the viewers. Further problems were associated with
"presenting" any information to an audience in such "open" contexts
as a company class. rehearsal or choreographic session. To reiterate a
point made in 8.5 and 8.6 any communication which took place was
addressed to dance artists and audiences} as 'outsiders') were left to
interpret the coded messages and 'in-house' jargon ,. as best as they
could. However. the stress on appreciation in higher education
together with the tncluston of "Partnerships" as a feature of Physical
Education in the National CUrriculum (DES. 1992. P HI) suggests
that there is a need for dance artists to re-examine the appreciator
role. As "open" situations have the potential for a specific appreciation
focus this topic is explored at depth in 11.6.
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Third, 6.7 highlighted how the role of presenter and appreciator was
equally crucial when dance artists taught any form of practical work
to young people.
Cope (1976), Hamby (1980, 1981), Brtgmshaw et al (1980),
Brtginahaw (1983) and Hockey (1987) all argued that the most
significant role that a dance artist ought to take on in a project was
that of an artist concerned to show his/her particular way of
performing or choreographing. But literature revealed that the
additional role of teacher remained paramount since it emerged in the
mid 1970s (Cope, 1976; Hockey. 1987).Hence. dance artists fulftl1ed
this role in a variety of activities with participants who ranged from
school pupils to university and college students. Subsequently,
throughout the 1980s Hamby (1980. 1981) and other educators
raised questions about the role that dance artists took on as
replacement or "unpaid surrogate teachers" (Briginshaw et al, 1980, P
32) and at the conclusion of the ACGB scheme Hockey (1987) still
maintained that duplication of the teachers role was predominant.
Even though dance artists continued to question what they perceived
to be excessive expectations, dance teachers, by their ttmetabltng,
queried the limited teaching. sessions expected by companies. Brook
(1989) and Humphreys (1989) both noted that when the notion of a
school getting "its money's worth" remained uppermost. dance artists
undertook timetables which often resulted in sheer exhaustion.
Furthermore, Harrison (1986). Brook (1989) and Carlisle (1993)
reaffirmed that this situation prevailed in long term projects and in
one-off teaching situations from the mid 1980s until the early 1990s.
Indeed. the very nature and format of current project models. together
with the vague aims and objectives discussed in 7.3 continued to
place more importance on a major teaching role rather than on
encouraging dance artists to explore ways in which they might make
other. and more unique. contributions to project work. This crucial
issue is returned to in Chapter 11.
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A related issue arose from claims by larger companies such as LeDT
Qnd
(see 2.2J\ 2.3) that they possessed a "number of dancers" who were
"expertenced ...dance teachers" (Briginshaw et al. 1980. P 24). Yet
Hockey (1987) argued that the one-off teaching situation encountered
did not provide a sufficient foundation on which prolonged teaching
could be based. Hamby (1981). Brinson (1982b). Harrison (1986).
Hockey (1987). Brook (1989).Humphreys (1989). and Sharp and Dust
(1990) all referred to the recurring difficulties met by dance artists. As
6.7 showed these tensions became exacerbated when dance artists
reverted back to practlces with which they were familiar from both
their professional training and daily class. As these were
inappropriate for young people they affected the success of a session
to varying degrees. Hence. discussion in 6.7 supported Hockey's
(1987) claim that experience of one-off teaching situations rarely
provided a sound enough foundation on which substantial contact
with students could be based.
Harrison (1986) took the argument further when she suggested that
the situation was aggravated when dance artists taught creative/
compositional work as other factors such as shaping pupil derived
material had to be considered. The case study ( 6.4. 6.5. 6.6 and 6.7)
showed conclusively that some dance artists experienced considerable
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difficulties and rarely functioned totally efficiently when teaching a
range of practical activities. It also confirmed that those problems
which teachers learned to cope with on short and long term bases
were further added to through inadequate planning. poor teaching
techniques and the use of unsuitable material. As suggested in 5.6.
acceptance of the Mosston model (Mosston and Ashworth. 1986) as a
means of appraising teaching objectively in education has
complemented the current emphasis on accountability.
Analysis of the practical activities in 6.7 on the basis of the Mosston
spectrum discussed in 5.6 highlighted the similarities and differences
evident in technique and workshop activities. While this exposed that
dance artists were generally comfortable when teaching known
material. it clearly revealed the difficulties encountered when trying to
lead participants to certain kinds of movements. or when attempting
to shape choreographic material. In particular, students became
confused about the expectations placed on them when dance artists
presented tasks which were either too broad, too complex. too vague
or a combination of all three. Dance artists then experienced difficulty
in developing and shaping movement into a coherent structure.
Furthermore, interview material reaffirmed that participants. as
student teachers familiar with a range of teaching styles. were able to
gauge the appropriateness of the methodologies used for the content
delivered. Overall. evidence enabled identification of "good enough"
and "not good enough" practice in technique classes (see Table 7) and
when teaching compositional work (see Table 8). Examples of
exceptional practice were rare and. generally. dance artists failed to
realise that content and presentation had a particular relationship
that needed further exploration.
Moreover. 6.7 also revealed the diversity of the corrective processes
used and the contrasting practices this resulted in are shown 10 Table
9. For example. correction was frequently associated with the teaching
of technique and its use presupposed that any mistakes made needed
to be corrected. But the use of correction as exemplified in the
professional dance world was neither a common feature of the earlier
MED era (see 1.2) nor common practice in current dance education.
In the lattelj modification of actions came through the use of positive
specific feedback.
Several issues arose from the use of correction. FIrst. verbal feedback
from the front of the class was not complemented at times with other
forms of correction appropriate to individuals. Second, the use of
correction as a means of raising levels of expectations and standards
at times had the reverse effect on young people. It brought into sharp
relief the difference between the theatre and education worlds. Third,
while correction needed to come early. the continual use of negative
feedback discouraged participants. Fourth. participants were only
able to modify movements when given detail about what needed to be
altered and how to modify the action. Fifth, repetition of movements
only led to improvement when a focus was placed on refining
movement behaviour. Sixth, some professional practices acutely
embarrassed young people. Seventh, physical correction, together
with the tactile sensitivity and intimacy of touch, was disquieting for
participants. regardless of gender, if it was not a part of their normal
practice.
Similarly. discussion in 6.7 also verified that demonstration was used
in diverse ways. Examination of the "goodenough" model in Table 12
revealed the variety of ways that dance artists used demonstration
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when teaching technique work or when reconstructing set movements
from a dance. It also identified important "modifiers" which allowed
participants to understand more clearly what was required of them.
Interpretation of data from 6.7 also uncovered the fact that dance
artists used demonstration in a variety of workshops to present
participants with ideas about how to answer a specific task. Hence
young people were led through a series of steps to what was for them
"unknown" material. Alternatively. demonstrations were used to show
possible answers to a task of a divergent nature. to inspire young
people or to give them the confidence to create their own material.
Although any or all of the responses had to fit the task. they could be
very diverse.
Although there was little doubt that demonstrations provided a visual
model. how effective they were was also influenced by a number of
factors which required attention. First. dance artists had to guide
participants where to look. and to give specific instructions on how to
modify the movements. Second. participants generally could only pay
rttentton to a restricted number of features at anyone time. Third.
movements needed to be broken-down so that they were within the
grasp of young people. Fourth. the importance of the use of
demonstration as part of the teaching and learning process needed to
be recognised. Fifth. how dance artists themselves utilised artistry in
their own performance when they taught was vital to the qualitative
response of young people. Thus. set within the wider context of dance
artists in education the "good enough" and "not good enough"
practices identified could be applied to other project work.
The case study (6.4. 6.5. 6.6 and 6.7) also clarified that the recurring
difficulties encountered were compounded through inadequate
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planning and the use of unsuitable material. It too revealed that. in
spite of the "good enough" examples noted. dance artists were in
general rarely able to function totally effectivelyin both technique and
workshop sessions. But despite teaching recurring as an issue from
the late 1970s. and into the mid 1980s as a central concern of the
case study and as a topic which continued into the early 1990s.
company administrators continued to offer projects in which dance
artists took a predominant teaching role. Thus. the role of the dance
artist as teacher is returned to in 10.7. prior to proposals and
recommendations in this special area in Chapter 12.
The expansion of dance artists in education projects led to additional
roles for dance artists such as that of adviser. This has been largely a
development of the animateur function identified by Brtgmshaw
(1983) in which dance educators and young people turned to dance
artists for expert knowledge and advice on such matters as training.
However. examination of a number of schemes initiated under the
-rts in Schools. the NFAEand the AEMS projects uncovered that
;lit
dance artists have frequently been given the responsib Yfor delivering
1\
Inservtce courses. Humphreys (1989). Johnson (1989). Lewis (1989).
Usborne (1989) and Walker and Hills (1989) all exposed the fact that
this virtually placed dance artists in an advisory capacity. Set within
the Widercontext of dance artists in education the "good enough" and
"not good enough" practices identified could be applied to other
project work. Recent projects showed an even more marked
involvement with curriculum matters than hitherto and appeared to
fulfil Le Grand's (1990a) plea for company education officers to have a
greater involvement in dance education. However. the current
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emphasis on engaging dance artists in an advisory capacity ignored
the early warnings epitomised in the writings of Brtgmshaw et al
(1980) and other authors that dance artists aimed to influence dance
education. It also reversed Mansfield's (1987) disclaimer that he. and
others representing dance companies. avoided any action that might
be interpreted as advisory. But in fact. the evidence for intervention
has become very clear.
First. the formation of a regular meeting forum for company education
officers under the auspices of the ACGB (see 2.6) gave them greater
status and resulted in a united voice from the artistic world. However.
while this led to companies describing activities m very similar ways,
something of the unique and distinctive nature of what they offered
was lost. Second. company education officers voiced their concern at
not being invited to engage with dance educators in the National
Curriculum debate. Third. the ACGB attempted to influence the
direction of dance education through its dialogue with the National
CUrriculum Working Group for PE. Fourth, as sessions for dance
educators became a common feature of project programmes some LEA
advisers assumed that artists could be responsible for. and capable of
facilitating. the professional development of teachers. Use of the
expertise of dance artists as performers and/or choreographers
to ,.",;,c.
enabled teachers to increase their dance knowledge and performance
t\
standards. and gave educators "Instant" Ideas for dance work in
schools. However, while the professional world has increasingly
influenced dance education the "teaching model" provided by dance
artists has been suspect. As Hockey (1987) warned, they had very
little experience in schools. and certainly none of teaching on a
regular basis. It has. therefore, hardly been surprising that the
frequent use of dance artists as "advisers" in curriculum courses has
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been problematic. But this focus demoted the professionalism of
educators expertise as dance artists I in the adviser role I lacked
knowledge of the education field and failed to adapt professional
teaching modes to educational needs. However. while the unique
knowledge and experience of dance artists has not been
complemented by a concern for education. a growing number of dance
specialist teachers have a high degree of practical skill. in -depth
theoretical understanding of dance and expertise in the theory and
practice of education. Overall. questions must be raised about who
should take prime responsibility for curriculum development and
whether this could benetlt from a close collaboration between dance
educators and dance artists.
9.4 Participants: choreographic. performance and appreciator
roles.
Despite the roles of dance artists and dance educators being
discussed in the early literature (see 2.3) those undertaken by
participants received scant attention. Yet as Table 15 revealed these
were determined by what dance artists did with young people under
the organising concepts of choreography. performance and
appreciation.
The assumption. found in the literature overview. that dance artists
provided the majority of young people with the opportunities to create
new material. and thus to take on something of the choreographic role
was contradicted in 6.4. Overall this demonstrated how the
endeavours of young people were minimised when they received little
guidance on how to develop and progress content with concern for
choreographic form. This differed from the role of choreographer
281
undertaken by participants when the dance artist clearly placed an
explicit focus on choreographic concepts In set tasks which became
increasingly complex. It also demonstrated what actually took place
with participants and that they could help to resolve overall problems
when dance artists shared with them the processes and principles
involved. Overall. it exposed that the disparity of experience was a
direct result of there being no agreement about the choreographic
principles to be focused on. Hence, the expertise, knowledge and
teaching ability of individual dance artists, together with the degree of
comfort they experienced in developing creative work. determined
what actually occurred. How participants then interpreted this in
practice was dependent upon their previous experience.
Brtgtnshaw et al (1980). Briginshaw (1983), Harrison (1986) and
Hockey (1987) pointed to the focus placed on technique in project
work and revealed that participants were often expected to reach
standards that they could not hope to achieve. Discussion of data in
6.6 uncovered three main reasons for this topic which had relevance
to the wider scene. First. the majority of young people were not
familiar with technique as practised in the theatre dance domain.
Second. the choice of material was at times neither appropriate for the
age and/or experience of partiCipants nor adapted to the needs of
speciftc groups. Third. the teaching approaches adopted. together with
some professional practices. prevented young people from attaining
the required performance standards. Fourth. little attention was given
to how young people in curriculum groups met the dual and
reciprocal demands of technique and interpretation. Hence. as Brook
(1989) confirmed, this remained a cause for concern at the end of the
decade. \ 282
The case study (6.4, 6.5 and 6.6), also exposedan apparent difference
between the high expectations placed on participants when engaged
in technique and reconstruction sessions, and the demands made on
them in workshop activities. In the latter, participants rarely met a
concern for physical and interpretative expertise alongside a regard
for choreographic development.WhUe6.5 uncoveredthe potential that
workshops held for performance in its widest sense, models of good
practice tended to come from more experienced dance artists who
were able to develop choreographic work with a concern for quality.
This reaffirmedHockey'sclaim that interpretative aspects were rarely
considered.
Although Hockey(1987)noted that the formalworkshop performance
allowed selected young people to present work to an audience. 6.5
disclosed the dissatisfaction that could occur when others were not
given the opportunity to participate In a workshop performance or a
final forum. The desire to be involved in any form of publlc
presentation revealed a wish to achievewhich contradicted warnings
from Brigtnshaw et al (1980) and Brigtnshaw (1983) that the formal
performance situation pressurised young people. Indeed, 6.4 and 6.5
endorsed Hockey's (1987) bellef that working in an intensive
choreographic manner towards a final performance had a marked
effect on participants. Any added pressures were dispelled as
participants realised that the performance goal not only gave them
something to strive for, but also placed Importance and value on what
they did. It demonstrated, too. that as young people moved into the
realm of theatrical performance they also experienced the necessary
prerequisites of rehearsals and took upon themselves the role of a
"semi" professional with all the demands placed on dance artists in
these situations.
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Brtgtnshaw (1983), Hockey (1987) and McFee (1994) agreed that
formal situations, such as watching a performance or lecture
demonstration or any form of open preparation sessions, placed
young people in contexts in which they were expected to bring into
play both their interpretation and appreciation skills to a range of
dance work. However, while a young audience could marvel at the
vtrtuostty of individual performers and the company as a whole, the
degree to which dances were appreciated was determined largely by
how accessible such works were to viewers. As demonstrated In 6.5,
the ability to understand a dance was highly dependent on an
individual's experience, knowledge and understanding of dance as an
art form. It also revealed that young people equated enjoyment with
being involved in, and thus appreciating. the dance.
To reiterate a point made in 8.6, lecture demonstrations and open
preparation contexts provided different opportunities for an
intermediary between the dance work and the audience. As shown in
4.7, the Insight young people were offered through verbal commentary
In the lecture demonstration extended at times into a two-way
dialogue based on the use of a question and answer format. When this
occurred viewers were expected to appraise and to be articulate In
their views about what they had seen. In contrast, in any or all of the
forms of open preparation discussed In 8.6 there was usually no
intercessionary between the audience and the work. Hence. as
participants had to be able to Interpret what was taking place for
themselves they were unlikely to recognise fully the main
characteristics of the session.
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The case study (6.4. 6.5 and 6.6) also exposed that in addition to the
audience situation. appreciationaspects were vital to the development
of a range of practical work. In particular 6.4 demonstrated a marked
difference between those dance artists who looked objectively at
developingwork with a concern for artistic and aesthetic criteria. and
others who ignored or glossed over such aspects. While the general
attitude of dance artists to appreciation elements underpinned this
practice other factors may have compounded the issue. The
reluctance of individual dance artists to take on this role in tum
affected how they encouraged participants to see themselves as
appreciators. Furthermore. the overall vagueness of aims and
objectives for dance artists in education projects at both a national
and local level did not help dance artists to accept that participants
could be involvedin the appreciationprocess. This concern is further
addressed in Chapter 11. together with proposals for the exploration
ofthe use of appreciation as a focus forprojects.
Althoughthe role ofparticipants within the teaching situation did not
emerge in the literature overview(seeTable 13)it appeared as a topic
in 6.8 when dance artists worked with trainee teachers. In this
instance students had varying degrees of teaching experience which
ranged from novice to those deemed qualified and thus competent to
enter the teaching profession.Therefore,in general students werewell
able to appraise the appropriateness or otherwise of the content and
intent of sessions to the teaching approaches adopted. But even
though students helped dance artists to resolve some of the
difficulties encountered in a choreographic situation the particular
skills they could offerwere devalued in relation to the performance
expertise of dance artists. This point merely affirmed the general
attitudes of dance artists to the skills of educator .
Although this situation has not been reflected in other project work.
young people in secondary and tertiary contexts might well have
Criticallyevaluated how they were taught in a general manner. But
the emphasis placed on enjoyment in the early ACGBprojects (see
2.3) ignored the more crucial teaching/learning dimension. Indeed.
debate neglected how the teaching skills of dance artists affectedwhat
young people learnt. Hence. the question of teaching Is returned to in
Chapter 12 and in the recommendations.Chapter 13.
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9,15 Dance educatol'8: the choreographic, performance and
teaching dlmenalOD.
The one-stdedness of the current project structure and the
administrative and planning functions assumed by dance educators+0
discussed in 6.2 and 6.21 were aftlnned in relation projects within the
1\
national context in 7.3 and 7.4. This revealedthe emphasis placed on
the expertise of dance artists and the neglect of the specific skills of
dance educators which companymembers do not have.
In general. the overview of literature made little reference to the
involvement of dance educators in the choreographic role. But 6.4
uncovered a number of points which had bearing on other projects.
First. dance educators were actively encouraged not to observe the
choreographic work of intensive groups. Second. dance educators
experienced difficulty in gaining access to both company rehearsals
and to more exploratory company focused choreographic sessions.
Third. dance educators were given no opportunity to participate in
exploratoryImprovisationand choreographicwork either on their own
or alongsidedance artists.
Two recent projects exemplified contrasting practice. In one. an
innovative step was taken when a specialist dance teacher continued
work With young people and aimed to achieve the "professional"
expectations approprtate for a public performance (Hughes. 1992). In
the second. dance teachers were given little. if any. choreographic
guidance (Carlisle. 1993). While ongoing work With teachers
maintained the motivation of a project and engaged educators and
pupils in compositionalwork the outcomes themselveswere appraised
With little concern for quality. Encouraging teachers)who had little
spectahst dance expertise to pursue dance-likeactivityin schools,was
frequently problematic when the support from the LEAadviser was
ClS
not 4a dance spectaltst. But while these projects, Just as any other
dance artists in education programmes. were not primarily for dance
educators. they could have fulfilled an In-service function.
Observation of an experienceddance artist as choreographer at work
could have extended a dance educator's knowledgeof choreography,
particularly if some formofguided tutelage had been gtven (see 2.4).
As dance artists have rarely engaged teachers in the choreographic
role they failed to appreciate that a full-time experienced dance
educator has spent a considerable amount of time in the act of
choreographing by virtue of the emphasis placed on pupils' own
creative abilities (see 1.4). However. a growing band of dance
specialists have also choreographed for youth and performance
groups. Hence, some dance educators might have become even more
familiarwIth choreographingfor public audiences than inexperienced
dance artists. This could be particularly true of those dance artists
who had never taken on any responsibility for choreographic work
prtor to project Situations.
Brtgtnshaw et al (1980). Bngtnshaw (1983). Harrison (1986) and
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287Hockey (1987) each identified the focus that project work placed on
the professional expertise of the dance artist and in particular their
performance skill. Hence. the emphasis on technique throughout the
work of the 1970s and 1980s resulted in dance artists judging
the knowledge and ability of teachers by their expertise in such
techniques as Graham and latterlyCunningham styles. Early projects
focused on dance educators acquiring a greater facility. knowledge
and performance ability within the modem dance genre in codified
techniques for twomain reasons. First. dance artists considered that
dance educators needed greater knowledge and expertise in
technique. Second. as dance educators judged their own ability in
performance terms they were persuaded to acquire a greater facility
and expertise in technique. In contrast. as ballet was rarely taught
Within the state education sector. companies within this tradition
placed less emphasis on participatory elements and had fewer
expectations about the practical expertiseof teachers.
The emergence of specialist dance routes into education and the
change of focus in dance courses within PE contexts outlined in 1.4
dissipated the urgency for projects to focus on the acquisition of
codified styles. But even though the proficiencyof dance educators
now ranged from the competent to that of a para-professional. dance
artists still emphasised technique and dance educators at times
participated in such activities.By this very focus. dance artists failed
to provide dance educators with the opportunity to further
performance in workshop activities of a reconstruction and
choreographic nature. Evenwhen this occurred aspects of the dance
educator as performer in an interpretative sense have been passed
over.Yet a growingnumber ofdance educators have performedeither
alongside young people in youth. school or higher education
performance groups. Some retained their own performing interest in
semi-professional small fringe dance groups. But. to date. project
work has not taken into account this new breed of dance educator
either in terms of the projects on offeror in relation to what expertise
the specialist dance teacher could bring to a project. These issues are
considered in 10.3 alongside the notion that dance educators.
particularly those with specialist knowledge.have skills that they too
could bring to project situations.
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Discussion in 7.3 and 7.4 revealedthat the dance educator frequently
relinquished the roles that slhe normally assumed within the
education context during both the planning and Implementation
stages of a project. This one-sided view of professionalism also
occurred inChapter 6. Throughout dance educators. as highly trained
professionals who had their own particular accomplishments.
relinquished the roles normallyundertaken in the education world.As
they lost their role and identity they neither knew what function to
adopt Withgroups they normally taught as a project progressed. nor
adapted to. or complemented. the role of the dance artist as teacher.
or choreographer or performer. Hence. the skills and expertise of
dance artists continued to be acclaimed by the ACGB.RAAs/RABs
and dance educators. It seems. therefore. that ways need to be
explored which might allow dance educators to be able to use
something of their own particular skUlswithin projects. This could be
purely from a teaching focus. or from the artistic ab1l1tiesof educators
from specialist dance routes whomay even consider themselves to be
fringe artists. As this topic Is unresolved how joint partners might
collaborate together and utilise more effectively both the artistic
Q ....e,
mertts and teaching experienceof educators considered in Chapter
I 1\
11.
The interrelationship of the three stranded approach of choreography.
performance and appreciation as enshrined within Physical Education
in the National Curriculum (DES. 1992) has placed an added
responsibility on dance educators to make the latter an integral part
of the study of dance. Therefore. recognition must be given to its
importance in the process of creating. in the appraisal of the work of
young people. and as a way of coming to know. and to understand
professional dance work. Hence. there is a need for dance educators
and dance artists to collaborate in the design and presentation of
appreciation elements. and to explore how dance educators could
use their own skills more effectively than hitherto. This could be
purely through a teaching focus. or through engaging those with
specialist dance knowledge in alternative roles which complement
those of the dance artist. This is examined further in 11.83.
9.6 Training for roles.
Hockey in her overviewof the ACGBprojects noted that
In residency work. as in other areas involving artists in
education, the same "new" practices are being repeated
without reference to or learning from the experience of
others.
Hockey. 1987. P 34
Although she identified two ways by which artists could be better
equipped to cope with educational or community work many of the
issues persisted. The first. has funding implications as it called for
more opportunity for visits. informal discussion and observation in
the educational setting prior to a project. The second. addressed the
notion made by Macdonald (1981a). Bourne (1982). Brinson (l982a)
and Hamby (1982) that training should be provided for dance artists
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and dance educators Withboth sides working alongside each other.
Hockey (1987) developed this concept when she suggested that
training 10educational work should take place at everyleveland stage
of the artists' profession. While some opportunities existed the gaps
were large and no course equipped artists for the roles they pursued
10the educational setting. This crucial area is discussed in-depth 10
Chapter 12 and followedby recommendations10Chapter 13.
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9.7 Summary.
Discussion in this chapter focused on the tensions which arose in
"projects from the multiplicity of roles taken on by dance artists.
participants and dance educators. Overall. this identified that the
concept of roles could not be totally divorced from the alms and
objectives of a particular project. as these 10 tum influenced the
nature of the different activities 10which participants were involved.
Furthermore. discussion clarified that the roles maintained by dance
artists affected those adopted by participants and dance educators.
But as the case study clearly exemplified, dance artists were in a
constant state of flux as they moved from one activity to another.
Subsequently. participants and dance artists were confused about
what was expected of them and often failed to act appropriately.
Hence. dance artists. parttctpants and educators all required
clartftcation of all roles they faced. lit particular. the role of the dance
artist as teacher has remained one of the most crucial. Subsequent
discussion of roles 10Chapter 10 considers howthese could change 10
relation to the new project structures outlined 10Chapter 11.
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Chapter 10
Shaping Future Polley:
estabUshlng ,ood practice.
10.1 Introduction.
Recent years have seen a gradual and convincing change in the way in
which many dance artists. companies and funding bodies perceive
their role (see Chapter 7). Subsequently, increasing importance is
placed on the quality of what actually takes place within project
Situations as well as on the artistic outcomes and their presentation.
There is a concern, also, from dance educators with the way dance is
both perceived and received. with how dance artists can best engage
With, and demonstrate their relevance to "theeducation context, and a
genuine desire to find ways to forge links with particular education
communities.
This chapter aims to consider how future policies could be shaped
through establishing good practice. In particular, ways in which the
ACGB and the DFE might collaborate are discussed. This leads to a
consideration of the separate and Joint roles of RAG officers and LEA
advisers, and the interpretation of national policy at regional level.
Finally, principles are established which provide the foundation for
future developments at local project level.
10.2 The changing relationship: the .Art8 Council of Great Britain
and the Department For Education.
The very-different contributions made by the ACGBand the DES/DFE
to dance artists in education projects since 1980 underpins many of
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the tensions discussed in Chapters 7, 8 and 9. In spite of the general
practice of the DES/DFE to retain HMI in post their minimal
involvement reflects deep rooted artistic and educational
Incompatibilities. Lack of ongoing dialogue from HMIand no clear lead
min1m1sesthe debate and has serious implications such as imbalance
of power. Yet the ACGB, in spite of the rapid turnover of dance
officers, shows a shift towards educational needs. Clearly
recommendations need to be made in this area.
Unfortunately, the climate for change Is doubtful. FIrst, as long as the
ACGBand RABs remain the driving force the dance artist continues to
be viewed as the expert. Second, the majority of dance teachers still
come through PE courses, and HMIperpetuate the dance as PE model
in primary and secondary education. But in general, dance educators
are more professionally committed to the discipline if they come from
PGCE dance courses rather than from PE BEd./B.A QTS routes
unless teachers followed a dance specialism. Third, while initiatives
clearly indicate the great potential of co-operation many from both
professions fail to utilise fully the opportunities on offer because of
their own lack of knowledge, expertise and training. Hence, projects
remain Isolated ventures and at the one point of contact, the: dance
artists in education Interface, the full potential Is not realised. It Is
argued that this Is likely to continue in essence unless dance artists
1~(.
and arts organisations form an integral part of renegotiated dance
1\
Curriculum
The dance as art model epitomised within the National Curriculum is
a positive move. As the first independent and public sign from the
DFE supporting dance artists In education practice it takes the
interest of HMI, first apparent in the early conferences, to another
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level. However. while present restructuring makes it dtfftcult to predict
the power that HMIwill hold in the future. it is imperative that they.
as a body. engage actively in the debate. Indeed. a positive stance by
HMI. and a clear declaration about the purpose and place of the
dance artists in education movement. could help to build a
constructive bridge between the two professions. In particular. expltctt
gutdeltnes for dance teachers. within PE or other contexts. might
enable dance educators to state coherent educational and artistic
objectives relevant to the parttcular needs of those involved. Such
statements could encourage dance educators to be more confident in
their own professional expertise and to be more effective than
hitherto. A priority might then be given to young people being engaged
in active learning experiences appropriate for their different stages of
development. and to artists only being a relevant resource in schools
when dance is art based.
Equally important. is the need for the ACGBand the DFE to take an
active stance on the need for a systematic monitoring and evaluation
process. The provision of "Partnerships: Physical Education and
Sport" within Physical Education in the National Curriculum (DES.
1992. P HI) makes this crucial for future practice. This provides a
unique opportunity for dance artists and educators to grasp and to
resolve the differences between their two worlds. But to resolve the
complex question of whose priority should be maintained. the two
distinct but interrelated monitoring and evaluation procedures need
to be planned and designed alongside the aims and objectives of a
project. Equally crucial. these processes are likely to require regular
reviewing by the ACGBand the DFE. Their effectiveness is likely to be
largely dependent upon dance artists and dance educators knowing
precisely what is to be monitored and evaluated. and how to go about
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it. It is, therefore. suggested that the AGeD and the DFE need to
stress having an organised structure built in on a regular basis. While
what is being monitoredwillessentially differdepending on the length
and intensity ofa project. the principle remains the same.
It also appears critical that the ACGBand the DFE consider the
crucial need for research into. and the documentation of. dance
artists in education projects at national. regional and local levels.
Discussion in 7.3 reveals that in spite of the ACGB reports by
Brigtnshaw et al (1980) and Hockey (1987) there is little research in
the academic sense and publication of few project proceedings.
Currently this prevents the assessment of planning and
fh~ O'4tt.o",e. of
implementation concerns. long term effects. the dissemination of new
"
approaches. and the identification of future needs. While this is
Partially due to devolution of dance artists in education projects to
(J.fM.jRABs.it is also in part a result of commissioned evaluations of
particular projects neither being planned as part of overall briefs nor
academic investigations. Hence. reports are often bland and
frequently biased as more often than not "researchers"are attached in
some way to RAAs/RABs.Failure by the ACGBand RAAs/RABsto
document. to publish and to disseminate material minimises the
importance of the research process. Overall. this prevents common
patterns being scrutinised in any depth. results in old practices being
perpetuated. and prevents Innovativegoodmodels being disseminated
to a wider public. It is. therefore. suggested that the ACGBand the
DFE take a more prominent role in the research of dance artists in
education practice through the proposals outlined below.
It is argued that if "Partnerships"with dance artists are to mature and
to complement dance work in primary. tertiary and higher education.
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a form of consultative process is required at national, regional and
local level. Indeed, future developments could be enhanced if
representatives fromHMIand the ACGB,together with those from the
Advisoryservice and RABs,and others fromhigher education, schools
and companies meet together to appraise the strengths and
limitations of present practice. Such a highly specialised group. called
here the National Council for Dance Artists in Education (NCDAE).
could then operate at three levels.Its briefmight include :
1) the establishment of a national policy for dance artists In
education which makes recommendations for future action to
the DFE (and thus HMI)and the ACGB:
2) the design of a systematic and planned approach to monitoring
and evaluation at national. regional and local level. As this Is
crucial to the development of the dance artists in education
movement. the role of the NCDAE·Is Ukelyto be significant to
how this is Interpreted in practice:
3) the appointment of a researcher/consultant at national level to
overview the co-ordination. design. implementation. and
documentation of major projects: to compare achievements
against objectives:to identifycurrent trends: and to disseminate
good practice. Such a person could act as a neutral sounding
board for project design. as an agent between education and
artistic parties. and as an arbitrator who is able to resolve any
differences that may occur. This new initiative aims to widen the
debate. to counteract the subjectivitywhich frequently pervades
project decisions. and to alleviate the absence of any positive or
defined administration at the local level. Equally important. it
could facilitate adequate co-ordination and liaison and improve
the planning. implementation and assessment of projects.
Overall. it might also provideevidence to justify the allocation of
more resources from the ACGB. LEAs and educational
institutions;
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4) initiating research (and its funding) into the unique contribution
(t.e, the knowledge and understanding) that dance artists might
make to KS 1-4;
5) the setting up of a monitoring/study group to identify good
practice. and to explore alternative approaches. Such a body
could be made up ofknowledgeabledance educators from higher
education. the advisory service and schools. Part of the group's
brief might be to report back to the NCDAE;
6) the development of a networking system through a rolling
programme of national conferences focused on dance artists In
education. Politicallythese might be organised by the ACGBand
the DFE (or. in the event of their demise. by equivalent dance
agencies) In conjunction with SCODHEand NOTA.These could
provide a forum for discussion of the JointACGBand OFEpoliey,
alert educators to NCDAEinitiatives. disseminate good practice.
and initiate further thought and future action. Such conferences
might provide the foundation stone for a national network of In-
service provision for adaptation at local level. This would be In
line with the recommendations made in Chapters 11 and 12 that
training must become. in the long term, a pre-requisite for dance
artists In education practice;
7) the setting up of a register of dance artists in education
consultants. This could be divided into different categories such
as the advisory service; higher. tertiary, secondary and primary
education; dance artists and company education officers.
Possibly the NCDAEcould be charged to negotiate with the DFE
and the ACGB how such a register might be monitored and
reviewed on a five year basis. The main advantage of such a
register could come through. the consultative framework and
support service it provides for educators and artists. While
initially teachers and artists wouldbe recommended for approval
by the NCOAE.in the long term entry qualifications such as
those proposed in Chapter 12might be required.
As such a system could extend knowledge of dance artists in
education practice. recommendations are made in this area.
10.3 The changing relationship: Regional Arts . 80;,,'48. .and
Local Education Authorities.
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Discussion in 2.5 reveals that since 1983 the ACGB encouraged its
client organisations to co-operate more closely with education.
RMs/RABs reviewed their policies for education. and LEAs became
mcreastngly aware of the benefits of working in partnership on
CUrriculum projects. However. the gap in provision which appeared
when the ACGBdevolved its central organising role now places more
responSibility on RABofficers to oversee the appropriate selection of
dance artists and/or host institutions. This situation is further
affected by the changing nature of the role of dance officers to one
with a wider brief for the performing arts. the demise of specialist
dance panels. the absence of input from education experts. and lack
of personnel and time.
':i
1 ~ J
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Currently. officers find themselves in a position whereby they neither
get to know individual contexts interested in dance within
geographical areas nor totally immerse themselves in the dance world.
Hence. alternatlve strategies need to be found as present practice
suffers when RAB officers are not able to support projects as
effectively as they might. A way forward might be for RABs to both
reinstate and to appoint additional dance specific officers. While this
is contrary to current practice it could enable RABs to improve the
.
quality of their contribution to specific project design. Furthermore. if
each RAG also appointed a dance education specialist to liaise and to
collaborate consistently with the dance officer this could inform future
debate at local and regtonallevel.
In contrast to educational organisations initially reacting to projects.
some LEA advisers now initiate dance artists in education
programmes. However, dialogue between dance artists and advisers is
complicated when the latter have little understanding of the dance as
art model, or limited practical engagement in projects as participants
or organisers. Indeed. any enthusiasm might be misplaced if poor
practice is perpetuated. Yet advisers have to be accountable for what
takes place to the authority, to dance educators, and to participants.
But in general. advisers who perpetuate the dance as PE model need
to become better acquainted with the principles which underpin
dance artists in education practice. Attendance at recent conferences
hardly constitutes in-depth professional development or training when
neither side is challenged to reconsider or to renegotiate Its position.
Although the future of the advisory service is questionable PE/Dance
advisers, or their alternative replacements, are crucial to future
developments. Therefore, to facilitate the growth of "Partnerships "the
NCDAEmight encourage LEAadvisers to take on more responsibility
for future developments, and to devote added financial resources to
the in-service training of teachers. This could take place through:
1) the LEAadviser, as a consultant. liaising with both RAg officers
and specialist dance teachers;
2) the provision of courses which give dance educators the
necessary basic skills to engage effectively in the design and
implementation of projects;
3) utilising the skills of specialist dance teachers to interpret
professional dance practice appropriately for different
educational contexts:
4) the use of specialist dance educators as facilitators of long term
curricula design;
5) collaboration with the RAG and other agencies (such as the
Sports Council) to use local and regional resources more
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effectively than hitherto. This might result in the development of
a five year rolling programme of dance education programmes
within the region.
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Such proposals could result in an LEAnetworking system which is
adapted to cater for the varying needs of KS 1-4. and the very different
knowledge base and expertise of teachers. The five levels provide a
logical pathway which educators could move through to gain a further
understanding of projects. However. the proposals also include a
provocative development which uses the specialist dance educator
both as an interpreter of professional practice and as the facilitator of
CUrriculum development with a small cluster group of teachers. This
allows those with more expertise in dance education to collaborate
with dance artists and to provide role models for other educators with
less experience. It also redresses the increasing use of the dance artist
as a replacement adviser. As in-service development for advisers is
crucial for the NCDAE networking system to operate effectivelyat local
level recommendations are made in this area.
10.4 EstabUshing good practice: project environments.
Discussion in 7.4 clarifies how project environments affect to varying
degrees their planning. implementation and ultimate success. It also
shows how arts organisations and educators accept that projects
flourish in contexts committed to arts education. when support is
gained from the head teacher or equivalent. and the dance educator
understands the nature of dance artists in education programmes.
Thus. if "Partnerships" are to flourish those responsible for the overall
organisation of a school. or department in higher education. have to
become more accountable for what takes place. In particular three
issues still require attention. First. each education context engaged in
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a project needs to set up a support system and an "in house" manage-
ment structure empowered to make decisions which affect the whole
curriculum. Second. it is crucial that project partners. and other
interested personnel. identify the criteria for joint decision-making
and avenues for wide ranging discussion. This could facilitate the
resolution of a variety of common practices that take away from. and
thus minimise. the success of projects. Third. the feasibiUty of
alternatives such as "equivalence of experience" have to be addressed.
This might heighten the value of a project within a particular context.
redress crucial time demands. reduce the pressures faced by
participants and educators. and enable educators to be more
accountable for what takes place. Fourth. ways need to be found to
integrate dance artists in education programmes into curricula design
so that they might contribute effectively to short and long term
learning objectives. Use of the host institution as a focal point for in-
service work. could allow the headteacher and dance educator to play
an active part in the ongoing professional development of teachers
including heads of other schools. Alternatively. they could take on a
joint consultative role for a school which is just embarking on a
project With dance artists. Recommendations are made in these areas.
Dtscusston in 7.4 and 7.5 makes it evident that the inadequacies of
the present meeting pattern and planning schedules need to be
resolved. Therefore. it is suggested that joint partners have to explore
and to jointly agree the procedures to be followed before artistic and
educational requtrements can be resolved. Hence. three separate but
necessarily interrelated concerns have to be redressed. Ftrst. the very
different powers Invested in representatives from the artistic and
education worlds currently makes joint ownerships of projects almost
untenable. At present there are no clearly defined roles for those
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involved. no guarantee that there is any continuity of personnel. and
no assurance that those present are experienced in. or knowledgeable
about. dance artists in education practice. Therefore. to aid
negotiations the NCDAE could oversee the setting up of local
consultative management groups (LCMG)to plan and to overview all
major projects. A pairing system could ensure equal representation
from the hierarchy of the company and host institution. dance artists
and educators (including the dance educator). and outside agencies
such as the RABand local LEA. Equally crucial. clear gutdehnes from
the NCDAEmight ensure that a number of delegates from the artistic
and educational worlds have prior experience of dance artists in
education practice. Each project could then be regarded as a variation
of a format that is by now fairly well established rather than as being
different from those that have gone before. This might enable the
wealth of experience accumulated by dance officers. consultants and
educators to be built on and aid the resolution of ongoing issues.
Furthermore. negotiations ought to be enhanced as "Partnerships" In
Physical Education in the National Curriculum (DES. pHI. 1992)
place an onus on dance educators (including advisers) to inform
themselves of the current practice of dance artists. Ukewise. a parallel
responstbtltty is now placed on dance artists to familiarise themselves
with the philosophies. organisational structures. decision -making
processes and working patterns of the different types of educational
institutions in which they work. Hence. recommendations for training
programmes for dance educators and dance artists are vital.
Second. the sporadic meeting patterns which take place over a
number of months prevent issues from being fully explored. Overall.
this dissipates the strength of discussion. elongates the dectston
making process. and detracts from residency planning. While initial
meetings establish a project's feasibility and the rightness of fit for
potential partners this is only the start of negotiations. As clarification
of a project policy. agreement of joint decision making and
management structures and detailed planning requires time) new
approaches are needed to facilitate a clearer understanding of issues.
It is suggested that a concentrated planning period over. for example
three or four days. might be more profitable than the current ad hoc
approach. This might enable a carefully negotiated agenda of crucial
issues to be addressed in-depth. the agreed meeting pattern schedules
to be agreed. and decision-making strategies formalised. In the
unlikely event of an ongoing dispute. a consultant could be called in
to aid resolution of any unforeseen difficulties. Publication of the
minutes from meetings and a joint report (or su.hm,'sJ.ion to the
NCDAEought to place the work of the LCMGonto a more formal
footing.
Third. project co-ordinators need access to those hierarchical "In
house" meeting structures which ultimately have the power to access
a project to participants. This would enable the co-ordinator to meet
with senior and middle management. and to resolve cross-faculty
curriculum implications such as workloads. Equally important. if the
principle of equivalence is addressed involvement in choreographing
)
and performing a dance might be accepted in lieu of certain aspects of
course work requirements.
Fourth. the planning group could monitor and evaluate the three
project phases. including the processes followed and their outcomes.
This ought to rectify the present lack of systematic and planned
evaluation at local and regtonallevels (see 7.5). But this has a number
of implications for individual projects. What is to be monitored and
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evaluated must be identlfted in a series of questions compatible with
the defined aims and objectives. Also, the organising bodies and
project partners must recognise the distinct yet complementary
nature of monitoring and evaluation procedures. Hence, monttormg
meetings would need to be planned into the project programme and
decisions made about how evaluation is to be implemented. This
might enable project partners to be more objective and analytical in
the reporting phase. FInally, to tnfonn ongoing debate findings would
be disseminated to the NCDAEand to a wider public through the
rolling programme of conferences recommended in 11.2.
As the above proposals could ease the tensions and misunderstand-
lngs that arise, recommendations are made in this area.
10.5 Alternative familiarisation schedules.
Despite the recurring discussion in 7.6 about the crucial need for an
"orientation" period this rarely takes place. In general, the type of
specific planning required by all three parties is not explored fully
because of time and funding implications. A new umbrella heading
"familiarisation" is used here to cover how dance artists and dance
educators might come to know something of each other's work prior to
the start of a project. However, even though there is common
acceptance of the fundamental premise of "familiarisation" time, what
will take place in the future wtll be affected by how the DFE and the
ACGB separate the principle involved from its ftnanctal and planning
implications.
The inclusion of "Partnerships" in the National CUrriculum makes it
crucial that dance artists and dance educators are given time to
303
acquaint themselves with. and to reflect on. each other's work.
Acceptance of familiarisation as a common factor by project partners
ought to enable them to refine agreed aims and objectives in the light
of realistic conditions. This is particularly vital for the success of any
long term venture.
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It is argued that new strategies are required which allow dance artists
to "familiarise" themselves with what goes on in a host institution.
One proposition put forward here focuses on modifying the first two or
three days of a long term project through reducing and refocusing the
number of practical sessions taught. This could allow dance artists to
observe a dance educator teaching young people. or to see
participants perform within either a classroom or performance
Situation. or to engage in discussion with them about the processes
used to create dances. Following a series of planning meetings. dance
artists and dance educators could then refine. restructure and agree
the dance content and how this might best be presented for particular
groups. In tum this could also help to establish common ground
between dance artists. dance educators and participants and might
also ease the 1n1tialrapport.
Similarly. a number of alternative strategies are required if dance
educators are to be helped to make decisions about the repertoire of a
particular company from an informed base. First. dance artists could
be persuaded by the ACGBto open up their choreographic rehearsal
period. at times. to dance educators. Second. dance educators could
observe a company either rehearse or perform finished dances.
Alternatively. as rehearsal schedules may not parallel project planning
meetings. a video recording of the current repertoire might suffice.
Third. an "education" day for teachers hosted towards the end of a
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rehearsal period could include a performance or lecture
demonstration followed by practical workshops. This proposal might
prove to be the most efficient use of time and funding as it could also
be used as a means of professional development for both dance artists
and dance educators. Fourth. a followup, In-service weekend within a
project area could enable teachers to gain detailed insight into a
selected dance. Each of these proposals, in their own way, ought to
allow teachers to become familiar with. and to know something about.
the particular characteristics of at least one work. Informed decisions
could then be made about the appropriateness of dances and their
content for particular groups. As the proposed new strategies have
implications for how projects are planned and implemented these are
outlined in 11.3.
The support of dance artists is crucial if these proposals are to enable
dance educators to prepare young people more effectively than before
for future experiences with a company . While resource implications
could effectively "kill" each of the above suggestions the current
financial outlay is hardly used profitably as many of the old issues
constantly recur. But if future projects are planned more thoroughly,
designed as an integral part of long term curriculum development,
and impressively presented. they should be more cost effective than
hitherto. Hence, any extra funding that has to be found must be
weighed initially against long term effects.
10.6 Fundlng, contracts and post-project contact.
The joint funding principle initiated by the AcaB for the dance artists
in education scheme continues to influence the development of the
dance artists in education movement. WhUeideal in principle it leads
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to education institutions approaching other bodies besides the LEA
for financial backing. But as highlighted in 7.6, funding has to be
secured well in advance to avoid repercussions on planning,
orientation time and follow-up work. However. the situation is now
exacerbated as the growing financial crises experienced by companies
and individual dance artists are mirrored in the strain on education
budgets in general. In particular. the introduction of LMS effectively
removes the funding that advisers once secured from LEAs to
head teachers and governing bodies. This situation is further
compounded when schools opt out of local control and manage their
own ftnanctal affairs. Thus. funding restraints could more than ever
influence the nature of projects and whether they take place.
As RABs face similar changes a framework of reference needs to be
clarified and criteria identlfted so that decision making can support
appropriate activities. This makes it crucial that LEAadvisers. RAB
officers and company education personnel are able to make informed
decisions based on current practice, including what takes place within
given geographical areas.
The changes that occur as projects are planned and implemented
reveal that agreements made between dance artists and dance
educators are less than binding (see 7.8). The importance given to
artistic needs. as reflected in aims and objectives. is further
emphasised when alterations made by dance artists have to be
accommodated by host institutions. While little is likely to be change
unless dance educators shift towards equal ownership of projects. this
on its own will not be enough. But discussion in 7.8 concludes that
the current ad hoc approach to agreements is no longer viable and
that the circumstances and values agreed need to be honoured. It is
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suggested that Physical Education in the National CUrriculum (DES
1992) makes it crucial that the ACGB and the DFE should consider.
together with the NCDAE.the introduction of a system of formalised
contracts which are binding. Dance artists and dance educators might
then be expected to honour a contract in terms of Its principles. aims.
focus. frameworks and named personnel. But even then this is only
likely to be fu1tl11edif the NCDAEprovides guidelines for clauses to be
inserted into contracts. establishes the principles to be followed. and
suggests how these are to be interpreted and applied to local contexts.
The inclusion of a "recompense" clause might also engage artists and
educators in keener consultations during the planning stages.
However. as exceptional conditions do arise. the grounds on which
agreements could be modified and the degree of compromise
acceptable by both parties needs to be defined for the LCMG. Such
precepts would then inform and guide discussion on any proposed
changes. Finally. members of the NCDAE could be called in to
arbitrate disputes.
It could be argued that the acceptance of the principle of contracts by
the ACGB. the DFE. and the NCDAEas the agency overseeing their
Implementation. is vital to the success of future projects. But this has
serious Implications on the way that artists and educators negotiate.
the decisions that are made. the way in which these are formalised.
and how these are then honoured. However.while some dance artists
and educators are likely to view contracts with a degree of mistrust.
others might well welcome them. Placing project work within a formal
system ought to result in a growth of respect for the circumstances
(including personnel) and the values agreed. In the long term. the
Implementation of contracts could result in dance artists and dance
educators being more committed to projects than hitherto.
Although arguments throughout the thesis support the notion of post-
project contact. present practice reveals that it continues to be viewed
as separate from project proceedings. and circumstances generally
prevent it being carried through to the satisfaction of both parties. In
general. as artistic priorities take precedence over educational needs
COmmitments are almost never honoured in full. The fundamental
problem stems from failure to plan post-project contact and to
integrate it into the overall dance curriculum of the specific
educational context.
Hence. a case is made here that new approaches to post-project
contact are crucial if this is to be viewed as a vital part of project
proceedings. But to be effective these need to be planned as part of a
coherent project package. and as an integral aspect of curriculum
development. If aims and objectives are then reassessed and clarified
towards the conclusion of the project. what takes place might be more
realistic than hitherto. Furthermore. if post-project contact is wrttten
into a formalised contract both parties are more likely to respect and
to followthrough any agreed proposals.
It is also argued that different types of projects also require alternative
methods of post-project contact. What is right for a longer term
residency based in one institution may not be relevant for another
which focuses on initiating work in an LEAarea. Hence. dance artists
could work intensively with selected groups or. alternatively. with
teachers over a period of time. Other methods may be equally
beneficial if they allow dance artists to make use of the expertise that
they have. For example, a company could make a video about a
specific aspect ofwork for use in the education context when a project
concludes. This could either demonstrate progressions In technique
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accompanied by verbal commentary. or examine the compositional
devices utilised by a choreographer in a particular dance. Both would
be a valuable learning resource for selected groups studying dance in
secondary. tertiary and higher education. Moreover. when companies
make videos of their repertoire educational institutions in general
might be interested in buying them as this would widen the access to
professional work. However. any selected model must be appropriate
and realistic in terms of time and funding. and designed and
Implemented with a concern for qualitative outcomes. Finally. if
resources are considered to be important then funds need to be found
which allow a company to make full use of Its expertise.
As there is likely to be an interim period before any of the above
suggestions could be implemented. members of the NCDAE could
discuss. In the short term. alternative strategies for post-project
contact with dance artists and dance educators. However. in the long
term. the design. selection and lmplementation of new models should
take into account how the uniqueness of dance artists might be
Incorporated into learning situations relevant to the needs of young
people. This Is equally true when working with parttctpants In an
intensive manner. or with teachers on an in-service course. or when
using a video of dance work within a classroom situation.
10.7 New responsibilities and roles.
In general. categorisation of roles as belonging specifically to dance
artists or dance educators prevents each partner from helping the
other to fulfil tasks effectively. Perhaps a way forward Is to consider
new project design as discussed in Chapter 11 which allows the three
fundamental roles of choreographer. performer and appreciator to be
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shared by dance artists. dance educators and participants. albeit at
very different levels of expertise and professionalism. While this
anticipates a redefinition of current roles to those of a primary and
secondary nature. others also require clartftcatlon so that they might
be fu1ft11edmore effectively.
Newproject structures presented in 11.8 show how the performance
role could become more predominant. as in a company performance
and lecture demonstration. or complement the teaching role in
technique or workshop sessions. Indeed. the performance and
interpretative expertise of dance artists could well become a primary
feature of lecture demonstrations and other activities In which
dancers exemplify their own physical skill and expertise. as In a
technique class. or In a choreographic or rehearsal situation.
In general. dance artists have found the teaching expectations placed
on them difficult. However. an argument is presented here that they
are more likely to be more effective in this predominant role when
project parameters are clearly defined and content can be separated
from how it is taught. Time then needs to be built into project
planning to enable dance artists to examine a range of teaching sk1lls
appropriate for different situations. as for example. the introduction
and development of material in a didactic manner. This might then
enable them to work with participants more effectively in a
"performance" or "reconstruction" focused project. Alternatively. the
guided and divergent approaches required for a range of
choreographic work might be examined. Moreover. the proposed
project models might help to alleviate the situation. If developed.
dance artists could become more proficient than they are when they
teach certain types of work as they would no longer be expected to
change constantly from one activity to another. Hence,
recommendations in Chapter 12 for the training of dance artists
include a focus on the acquisition of teaching skills.
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Discussion in B.6 identified the difficulties that dance artists
experience as they undertake the equally important, and at times even
more daunting, role of presenter in lecture demonstrations, open
technique and open choreographic situations. Most issues arise as
dance artists are neither used to taking on an intermediary role
between the dance work and the audience nor familiar with how to
organise and present dance to large groups. But if dance artists are to
continue to offer such activities, they w1ll need to recognise that dance
educators have particular skills that they do not have. If they then
share skills and explore together how best to plan and present
material more effectivelydance artists and dance educators could take
more responsibility for those areas in which they have the most
expertise.
The third main role, that of the planner and organtser, has in the past
been divided into areas of responsibility for either the company or the
host institution. Effective partnerships, however, are dependent on
good organisation and management by dance artists and dance
educators both separately within their own contexts and in liaison
with each other. But joint ownership is only likely to come about
when co-ordinators take on more responsibility for the planning.
organisation and evaluation of projects. The logical outcome of
arguments about the vital administrative role for the project co-
ordinator places a responsibility on head teachers (or their
equivalents) to accept the principle that the residency co-ordinator
requires support to make a primary commitment to all three stages of
a project. To this end. nomination of a co-ordinator who could devote
more time to negotiations might reduce the tensions faced by dance
educators as they try to get a project planned and implemented. But
whoever takes on this role must be totally committed to project work.
realise its potential and have a direct link to the external and internal
meeting structures discussed in 10.2.
312
10.8 Summary.
The interface between dance artists. dance educators and enabling
agencies such as the ACGB.RABs and LEAs is considered in relation
to the reorganisation of arts agencies. the possible demise of LEAs and
the implementation of the National Curriculum. Support for a
structured approach to monitoring and evaluation at national.
regional and local level also identiftes the need to clarify the dual but
essential processes of monitoring and evaluation. As this should allow
data to be obtained more authentically future debate might well be
more informed than hitherto. The essential need for regular and
academic research into the area is also identifted. and ways forward
suggested.
A crucial proposal is put forward for a national poltcy together with a
strategy for its effective implementation. The role of a NCDAEtogether
with the part that neutral consultants might play in the wider
scheme. paves the way for the dance artists 10 education movement to
mature. Furthermore. the opportunities that the networking system
allOWS)for an ongoing dialogue between dance artists and dance
educators J should further help to bridge the gap between the two
parties.
Arguments for educational priorities to have equal parity with artistic
needs are made with a concern for both the unique contribution that
dance artists can make to education and the learning potential that
this holds for young people. Realisation that "Partnerships" are a
required aspect of the National CUrriculum necessitates project work
being written In as part of long term curriculum development In
dance. A focus on the significance of the host environment suggests
ways to alleviate a range of recurring issues so that projects might be
both more effective and successful than hitherto. The identification of
principles which underpin good practice and an alternative
Interpretation of the roles and responsibilities placed on dance artists
and dance educators, paves the way for the new models. Discussion of
alternative strategies for post-project contact, together with the
proposal that this becomes an Integral part of an overall project
package, widens future possibilities.
Finally, throughout this Chapter the foundations are laid for the
folloWingdiscussion on new parameters and their Implications for the
new models proposed in Chapter 11. The principles examined also
directly influence the recommendations in Chapter 13.
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Chapter 11
Shaping Future PoUcy:
New Parameters and their Implications.
11.1 Introduction.
This Chapter considers the need to abandon the currently fragmented
approach to projects in favour of a more integrated mode. The
following discourse proposes that if parameters are defined by the
theoretical concepts on which dance as art is based. 1.e.
choreography. performance and appreciation. th s should form the
foundation for all projects. Allactivities could then emerge from. and
...,~ic.h
relate to. a particular focus allows. also. the intensive debate to be
1\
addressed in relation to newproposed frameworks.This could engage
young people in a more coherent. integrated and progressive learning
experience than hitherto. Subsequently. a proposal is put forward
that dance artists tn education programmes could become an
integrated and complementaIypart of the curriculum design. To do
this dance educators would have to address issues which currently
prevent projects from being successfully planned. implemented.
monitored and evaluated. Equally important. those dance artists
involved would need to be able to interpret the stated aims and
objectives so that participants do not become confused about those
being pursued at any giventime.
The chapter concludes with the presentation of alternative. composite
models which build on the conceptual tripartite approach to dance
education and the interdependent nature of choreography,
performance and appreciation. While each model is designed to take a
particular focus, the other two elements are built in to provide an
integrated and coherent dance experience. Hence. the emphasis
changes in order to serve the intended main feature of a particular
project.
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11.2 Dance artists In education: a complementary role.
Chapters 6 and 7 both exemplify tensions throughout the dance.
artists In education movement between artistic and educational
concerns. Discussion in 7.2 shows that this mirrors the contrasting
levels of support generally received from the ACGBand the DFE. The
hypothesis is put forward in 7.3 that projects could make an
important contribution to education contexts in which a focus is
f~;~
placed on the conceptual basis of dance as art· is now reinforced in
JII
PhySicalEducation in the National Curriculum (DES, 1992). Whlle the
Secretary of State requested single Attainment Targets. as the sum of
the end of KS statements 1-4, these continued to embrace "Planning
and composing". "Participating and performing", and "Appreciating
and evaluating" from the BCPE's Working Group's Interim Report
The National Curriculum in Physical Education (DES, 1991a),
Furthermore, the expectation that schools in general could fulfil
partnerships, raises questions about the relationship of dance artists
in education to currtculum development. However, as dance is not
named as a compulsory activity at KS 3 or 4 a situation arises
whereby projects could take place as one-off ventures. Moreover, the
notion of flexibility for schools and varied teacher expertise may cause
those who are mainly PE trained to question if such 'Partnerships' In
dance are essential. But even if they are whether such teachers have
the knowledgeto plan projects as part ofongoingcurriculum design is
debatable unless they pursued a dance specialism In their Initial
training. However. contrary practice Is likely to occur as the
programmes of study provide the base for more specialised dance
educators to teach dance as an art fonn to GCSElevel.Whilethis may
take place under the PE umbrella. It Is more likely to occur when
dance is in its own department. or when it is part of a combined
arts area. Indeed. these last two contexts are the ones which lay the
foundations forA/S and A leveldance studies. and the ones In which
long term 'Partnerships' are most likelyto occur.
The proposal that project design could be integrated Into curricula
development rests on several assumptions. Namely. that dance
educators and dance artists have both the knowledgeand expertise to
select an appropriate focus: to accept that educational aims could
have equal parity with artistic needs: to negotiate criteria for clear
aims and spec1ftcobjectives:and successfully to plan and implement
projects. But to do this dance educators have to be able to identify
precisely the particular contribution that dance artists might make to
an institution's overall dance programme. This might then enable
projects to be turned into educational experiences which support
differentphases of study rather than as isolated events detached from
the normal school curriculum.
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11.3 AppUcation of principles to practice.
Discussion in Chapter 7.3 reveals that current project parameters
result in wide-ranging and all-embracing expectations, and tensions
over artistic and educational alms. Theseprevent participants from
developing capacities for, or a deep understanding of, the major
aspects involved. As disclosed in 2.4 such a lack of precision
contrasts sharply with projects which have a clear focus and the
specific goals of intensive work. Therefore, it is argued that dance
artists in education projects should focus on the nature of dance,i .e,
primarily dance as a performingart, and on the centrality of dance as
an object of understanding. This would allow a focus on particular
performances, and thus on dance itself, and generate an
understanding of dance works and technique. The proposal that the
narrowing of project parameters to specific contributions from dance
artists which are either choreographic, or performance, or apprecia-
tion-focused. or a clear combination of these, could allow a more
enlightened approach and generate insight into dance as an art form.
This might mark a new way forward for projects and ultimately for
dance education in schools (see 11.8).
It Is argued that artistic experience in dance involves learning and
understanding about the art formofdance. Hence. dance becomes the
medium for the developmentof perceptual skills and concepts about
composition, performance and appreciation as well as physical
expertise in the medium. The teacher and the curriculum playa
crucial role in providingthe environment for artistic learning. As this
responstbtltty is shared at times in 'Partnerships' with dance artists.
projects too must giveyoung people tools to confront individual dance
works. and to explore these from an informed background. This could
be planned in short term objectives for choreography, or
perfonnance, or appreciation if a focus is placed on a planned change
in the knowledge, or behaviour, or attitudes of young people. But even
then some advancement is Ukely to occur only when Joint partners
identify and take into account the past and future experiences of
participants. the different processes to be used. and varied
experiential and learning outcomes. If these become interpreted in
project structures designed with a particular focus and young people
In mind. common issues might then be eradicated.
To take the argument further. if 'Partnershfps' are .set up they are
an Intentional. purposeful enterprise. Therefore. the aims and
concerns of dance education and the very different curriculum
packages of tertiary and higher education institutions could provide
the foundation blocks on which they are built. This makes it crucial
that aims are Ideological. demonstrate particular artistic and
educational cultures. and set out the body of ideas which reflect the
needs and aspirations of the parties concerned. But for projects to
become an Integral aspect of an education context's dance programme
clear objectives have to be identtfted. These provide the base point for
all decision making. and facilitate the teasing out. clartftcatlon. and
articulation of objectives for choreography. or performance. or
appreciation. This is vital to the success of a project as it is only when
these are particular and pertinent to certain points that clearer
boundaries might be set about what is going to be offered. the content
to be taught. and the processes to be followed.But to be Interpreted In
practice. each type of activity then needs to be defined in terms of
further objectives for specific groups. While these need to be realistic
and logical, indicate the plan to be followed and what is to be worked
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towards, they also need to be flexibleso that plans might be altered if
appropriate. Equally. they should give dance artists and educators
joint ownership of. and therefore reponsibility for. what later takes
place. This should then enable all intentions to be fulfilled. a proper
balance to be maintained. and each section to be reviewedCriticallyin
relation to the overallwhole.
Significantly. if the syllabi of education contexts are to become the
Iogtcalstarting point for projects there is a need to clarify the unique
contribution that companies (orindividuals)might make to education.
If this is based on the conceptual basts of the dance as art model it
must derive from the professional expertise that dance artists have
that is different from that of dance educators. Thus. as Hirst (1974)
suggests. the educational signtftcancemust come through introducing
young people to a distinct "mode of understanding" or "form of
knowledge" termed "artistic" and "aesthetic". To take this further. if
the specialness of artists as professional choreographers and dancers
stems from their particular experience this must emanate from. and
be related to. the repertoire offered by each company. Once this is
understood it could help educators to explore new approaches to
using a company as a resource. and facilitate a greater understanding
of how dance artists might best contribute to the aims and objectives
of a particular dance programme. This makes it crucial for the ACGB
and companies to reflect more keenly on th~ir own particular
expertise and what they offer in terms of education programmes.
Equally important. the ACGB and the DFEwould need to find ways to
enable dance artists to becomemore conversant with the global needs
of dance education. This could then belp companies to determine bow
best to meet the requirements of contexts which range from primary
320to higher education and which each have their own particular
characteristics.
11.4 Choreographic policy.
Discussion in 8.4 identifies that although choreographic concepts are
impUcit in what dance artists teach they become lost amongst. and
confused with. content. It also uncovers that dance artists frequently
experience difftculties when working in a more creative manner and
fail to pass on expUcitlyto young people their first hand knowledge of
choreographic prtnciples. In general. dance artists ignore arguments
that dealing in the process of choreography in a practical manner
could sharpen the perceptions of young people. But if the focus of a
project is on the nature of understanding dance as an art form. young
people will need to know what this art is. An Important way of coming
to a kind of knowing Is through Induction Into the craft-knowledge.
This could allow young people to grasp how choreography Is designed
and allow them to see more vividly what happens when they shape
abstract movement. or create a new work. or focus on masterworks
from the repertoire. But each of these three approaches is valuable as
It contributes differently to the sum total of knowledge and
understanding of dance. Therefore. it is argued that involvement in
the experience of choreography as the central feature of a project
could teach about the art of making dances. about performing. and
about appreciation. and thus bring all other aspects of the medium
into context.
Support given for the art of composition in Physical Education in the
National Curriculum (DES. 1992). as well as its use as the base of
dance programmes within higher education. suggests that there is no
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reason why projects. too. could not focus on choreographic concepts.
The map of knowledge for the area of choreography in Table 6 (see
6.4) (adapted fromAdshead et al. 1988)lays out a curriculum model
from which aspects could be selected as the basis for choreographic
tasks. Hence, if these become the focus for choreographicwork young
people ought to be able to learn something about the craft of
compostng, But to be effective,deviceswould need to be adapted for
the purpose of different projects and the needs of particular
participants. However,while outcomes will vary depending on the
intent of sessions, and the genre and style of the dance studied, a
focus on such features does not, on its own, lead to an understanding
of choreography. In general, minimal and varied contact with a
number of dance artists is likely to affect what is learnt. But this
could be countered if a coherent focus Is taken to choreography.
performance and appreciation concerns. In contrast, the benefit of a
more ongoing, consistent and in-depth approach to a number of
identtfted aspects over a longer perlod could lead to a certain style of
choreographeddance.
Questions are raised in 8.3 about why the value ofworking In an in-
depth experlence which leads to the creation and presentation of a
dance, has been denied most young people. This may be due to
projects followingstructures established a decade ago. or to anxieties
about the in-depth experlence, or to the selection of approprtate
choreographers being ignored. However,discussion in 8.3 establishes
that other participants could benefit equally from working for a
prolongedperlod. Indeed, if the creation of a new dance becomes the
focal point of a project, young people could engage in the
choreographic process from the initiation of ideas to its final
presentation. But unfortunately, what dance artists, as
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choreographers. impart to participants about the intimate knowledge
and skills acquired when making dances is rarely defined. Yet despite
this it is antlcipated that participants might develop new perspectlves
on making dance(s) if they work with dance artists who have
considerable experience and understanding of the techniques of
choreography. But for this to happen what actually takes place would
need to be informed by the choreographic principles and ongoing
evaluatlon processes that structure dance. It is. therefore. argued that
first hand knowledge of the art of composing could enable participants
to extend their knowledge of choreography. to improve their own
perfonnance abilitles. and to engage in critical appraisal. An added
dimension might also be experienced as young people see dance
develop through all the processes necessary to take it into the final
performance. But if this is to happen. the experience of participants
engaged in technical and dress rehearsals. final presentatlons. and
performance in a public setting must be appropriate for the age and
ability of those involved. Such an approach would allow dance artists"
as choreographers} to make a specific contributlon that is different
from that offered by dance educators. However. what they do wUl only
be successful if it builds on the understanding and skills already
established. Obviously the selectlon of dance artists as choreo-
graphers for this role is vital. They have the opportunity to pass on to
young people the detailed tacit knowledge gained from pieces
choreographed. learnt. rehearsed. modified. performed and
Interpreted.
A proposal is therefore put forward that dance artists and dance
educators should be encouraged to focus all choreographic work on
the principles involved through either creating new dances or by
providing exemplars of choreographed form from the repertoire.
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Discussion in 8.4 highlights the increasing emphasis placed on
repertoire once dance educators started to insist that dance artists
have a unique contribution to make to education. Arguments focus on
the access and insight that youngpeoplecould be givento the current
dance phenomena in creativeworkshops and reconstruction sessions.
However. in general. dance artists do not highlight the specific
contribution that a company (ordance artist) could make. Indeed the
case study. 6.4. exemplifieshowthe ad hoc approach and the diverse
standards expected result in dance artists not using repertoire as
effectively as they might. In general, dance artists continue to
demonstrate an uncertainty about what could take place, and give
little emphasis to the intimate knowledge,or detailed understanding,
of the workings of particular dances. Yet it is this very specific
perception to the analysis of choreographic structures that dance
artists have which allows them to bring an artistic direction to their
insight which is unique.
Therefore, a number of concerns have to be addressed before
repertoire might be used successfully as a focal point for projects.
First. it is crucial that dance educators gain knowledgeof a company's
repertoire prior to in-depth discussions taking place. Second, joint
partners have to clanfy and to agree on the main aims of repertoire
based activities. Once these two points are clarified it ought to be
possible to set criteria which inform the selection of dances, and then
to select the distinct emphasis to be placed on choreography, or
performance or appreciation. Only then might joint partners set
speciftcaims and objectivesforparticular repertoire workshops. select
the section(s) and material to be focused on, and clarify how this
might best be presented. Ifthis takes place participants could then be
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given practical insight into. and engagement with. exemplars of the
public world of theatre art.
However. as revealed in 8.4. a clearer understanding is required of the
approaches to workshops based on repertoire as they could each
involve young people in a distinct type of experience. But equally
important. a key work needs to be selected for a particular reason: it
should be typical of a period. obviously good of its kind. and.
epitomise a particular choreographic style. Table 18 shows several
distinct approaches that could be used to key into a particular dance.
For example. it might be used In either a specialised manner (as In
engaging in specific elements from the dance) or in a more general
sense (as in taking the essence of the dance). WhUe each approach
necessarily involves a concern for choreography and performance the
emphasis on each of these might vary. Although choreography is the
most essential feature there is also. in some. a concern for the
performance of sequences which reveal the initial theme and
variations. Alternatively. in others the execution of particular skills
could be adapted choreographically if used within the context of a
developing work. Overall. what is learnt will also differ depending on
how these approaches are further refined. However. an appreciation
focus is also required if young people are to be helped to evaluate the
meaning and signtftcance of particular dances in an infonned manner.
Only then might participants be given an understanding of the
selected work as an artistic statement.
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Tablel6 REPERTORY -BASEDWORKSHOPS:
ATEACIDNG MODEL
EXPLORING POssmwTIES EXPLORING POSSIBIUTIES
TIlROUGHA OF AMORE GENERAL SENSE
PARTICULARlEXACf SENSE TO CREATE WORK
1. To teadlIIeam a fragmenr/excerpr/sma1l 1. A. Inthe style of ••••
section to ilJusrraIe the style and principles B. To use as the starting point the
of~y used by a panicuJar process by which daIx:es are
chOIqrapher. c:reased.
2. To examine me structure of a dance to 2. UndastandiDg suuctun1 principJes UId
mveal chcnograpbic devices used inme pnctices that evolve from or CR:IIe die
making of them: i.e. typical proczsses UId dance.
methods of structural movement
3. To Jeam individual movemmlS and 3. Usina iDdividual movenmts from die
panicular qualit:jes of me dance to give dance aJlc. particular qualM in
panicipua the feel of the dance so that the style of ••••
they might recogm,e its distinctiveaess of ..
style.
4. To shale some of the meaninp in a piece 4. Prom nnae of sample stepS/
duou&h communicating - far example. movemenIS in a wort.
steps and names gival to 1bem; modls and
the c:hmeograpbcr's in1altim - to enable
panicipams to become familiar with the
range of movement incbJded by this
chCftOgl'apber.
S. To teadJIIcam stepS/momnenll/ftoor- s. Within the framework of the dance.
pattems and myduns msembling those in To capQR something of the sectians.
secticns of the dance inorder to reveal to
panicipua the paIIaDS and qnaHries
inhertnt within it
6. To teacbIIeam the initial thane and 6. To use movcmcnt/ideasI from
variatioos to establish the main movement " the dance as staning points to be
ideas in the piece andhow these are developed :
developed and varied. a) thmugb student imJmvisation;
b) toaate a short piece for studenrs.
7. To develop particular skills as used ina 7. To examine a panicular movement
dance: e.g. lifts. principle.
8. To deal ingreat detail with specific 8. To take cboreographic CCX1CeptS as
sections of dances - range aaoss starting points for work based on
conceptS which Wlderpin knowledge in content of dance.
area of choreography in a much more
global sense.
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It is argued that dance artists and dance educators should be
encouraged to use repertoire as the focal point for either
choreography. or performance, or appreciation based activities.
Furthermore, if repertoire-based work is central to a project all other
activities such as performance, lecture demonstrations, technique and
workshops might stem from this. Thus, professional dance artists,
who are themselves totally immersed in current practice, could alert
young people to the different approaches taken to choreography, and
thus enrich participants as they come to know and to understand the
concepts presented. For example, examination of the choreographic
features inherent within a dance in a lecture demonstration could be
followed by workshops focused on the individual and particular
qualities of the dance. Any knowledge acquired as young people See
more vividly what is happening might then be asstmtlated and
transferred to other situations in which they take upon themselves
the role of choreographer.
11.5. Performance poUcy.
Discussion in 8.5 uncovers the confusion which surrounds the many
diverse activities which fall under the umbrella heading of
"performance" both for dance artists and performers. While the
company performance provides an instant bridge between dance
artists and education it is currently only used as a public showcase
for professional expertise. Three main reasons account for this. First,
the Artistic Director (or equivalent), retains the decision-making power
about what will be performed, Second, there are no stated criteria
which inform the selection of the dances used as the focal POint for
project work. Third, dance artists and dance educators fail to
recognise the possibilities that performance provides for planned
learning. Overall, this minimises the effect that the performance
element has on participants, However, a contrary argument is
presented here in the belief that performance elements could be
maximised when used as a tool to focus on specific dance
characteristics. For example, the performance of dance artists might
be highlighted when viewing selected pieces of repertoire and then
transferred into practical work when young people take part in the
reconstruction of a dance.
Debate in 8.52 reaffirms that an ongoing focus has been placed on
technique as a central feature of projects. This stems from the failure
on the part of dance artists to understand the fundamental alms and
objectives of dance education. It also reiterates the valuing of artistic
concerns in preference to educational needs. However. discussion in
6.5 and 6.6 shows the different expectations placed on young people
in technique and workshop sessions. In particular. it highlights how
performance in workshops is d1min1Shedwhen Uttle attention is paid
to the tmpltctt relationship between technique and interpretive
aspects. This is also different from the central concern for the
improvement of personal performance levels and expressive qualities
experienced alongside developing choreographic work by intensive
groups.
The opposing tendencies between fragmented and very different types
of experience also require resolution. Hence. there is a need for jOint
partners to identify clearly for a project the extent. appropriateness •
and purpose of technique when it is dependent upon the conventional
preparation of a professional dancer. As discussion in 8.52 highlights.
misunderstandings are compounded when joint partners are unable
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to resolve whether there is a hierarchy of technique relevant for a
specific context. But if a more informed debate is to take place a
company would need to be more explicit than hitherto about the
technique that it practices. the company technique policy. and the
terms it uses. This could enable a joint agreement to be made about
the approach to technique within a particular project.
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DiScussionIn8.52 also uncovers the crucial relationship between the
distinctive nature of technique and other project activities. such as
repertoire-based workshops and choreography. Only when this is
clartfted are young people likelyto realise the reciprocal demands of
training the "instrument" and how this Is then specificallyutilised in
the performance of particular dances. But 6.4 qnd 6.5 show that
participants in general come to performmovements more accurately
and skilfully. or are more interested In developing Interpretive and
expressive qualities when working towards some form of final
performance. This enables young people to experience the correlation
between technical virtuosity, content. form, and expression of the
dance Idea. But even then speciflcgroups wt11 only benefit from such
an experience ifjoint partners together clartfy an overall. cohesive and
logical approach to the style focused on. modes of presentation. and
the progression and developmentofmaterial.
It Is argued that the design of new project structures. together with a
redefinitionof parameters and the clartflcatlonof aims and objectives.
are vital to the resolution of the fundamental differences that dance
artists and dance educators hold about technique and performance.
While the professional conventions of technique may be appropriate
for some groups. such as those involved In either the work of a
Particular choreographer. or the reconstruction of a section from a
dance, they are not totally suitable for other young people. This is
particularly true if technique is taught in isolation from choreographic
and appreciation aspects. Hence. a new approach is required to skill-
based work to allow young people to realise the reciprocal nature of
the demands of physical skill with choreography and performance.
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A further "performance" issue requires resolution. A distinction Is
apparent between those who participate In rehearsals with a
theatrical presentation focus and perform in an audience situation
and the majority who are involved neither as onlookers nor as
performers. Hence. the positive outcomes identified in 8.51 are
experienced only by selected groups or pupils following examination
syllabi. However. It Is suggested that as performance elements feature
within the National Curriculum for pupils at KS 3 and 4. dance
educators might now give more support to young people working
towards a theatrical presentation. Hence. new models outlined in 11.8
provide opportunities for groups to rehearse their work for. and then
to perform in. concluding workshop performances. It is argued that if
this takes place. technique and interpretive skills and quasi-
professional standards could underpin choreographic and workshop
activities. But if young people are to meet this new challenge. and to
have their horizons opened to the function and process of rehearsals
and performance. the focus and intent of sessions must be selected
appropriately for the age and experience of those involved. Even so.
joint partners must be wary of the disparity between the professional
expertise of dance artists and the abiUty of young people when they
dance alongside each other. Although this adds a further dimension.
both the work that participants are involved in. and how they are led
to meet growing professional expectations. require careful
consideration.
11.6 Appreciation poUey.
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As discussed in B.6, the tension which arises from the different
perceptions held about the nature and value of appreciation results in
such elements being peripheral to project design. In particular, dance
educators believethat watching is a form of participation which must
be planned for. If this is so then young people have to be educated to
appreciate a theatrical experience, and to identify how specific
charactertstics contribute to the Significance of a whole dance.
However, dance educators argue that dance artists continue to rely
too much on effects of various kinds, including techniques, rather
than on analysts and skilfuleducational presentation.
While little is likely to change unless dance artists shift towards the
position held by dance educators, the inclusion of appreciation
elements under evaluation in Physical Education in the National
CUrriculum (DES, 1992) provides an approprtate climate for new
developments. However,Curriculum concerns arise as appreciation
elements are used neither as frequently nor as effectivelyas they
might be. But if the arguments presented in B.6 are pursued viewing
could be used to enable young people to understand choreography,
and to gain Insight into dance understanding. Hence, tt is an enabling
tool to allow a particular kind of access into dance. Moreover, If all
project activities including practical work provide different
opportunities for the growthof intelligent understanding, they need to
be used in such a way that facnttates this focus. However. some
situations, such as lecture demonstrations. "open" rehearsals and
choreographic sessions. present added scope to help young people
acquire a greater appreciationof dance.
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Discussion in B.6 shows that there is little difference between a
lecture demonstration and a performance when analysis remains at
the level of generalities. In such situations the lecture demonstration
continues to be a peripheral activityand is not used as effectivelyas it
might be. However,it could become the central feature of a project if
detailed reference is made to movementsor structures inherent in the
dance and these are then built on to initiate practical work. But even
then the success of the lecture demonstration as a learning tool will
still be highly dependent on the discourse which takes place between
the presenter of the dance work and the audience. This, too, requires
preparation if observers are to enter the world of the choreographer,
and to gain some insight into the ideas which inform the dance and
its making.
Consideration of "open" sessions notes that the decline of these
particular activities might in part be due to the anxieties of dance
artists. It also reveals that the particular potential that open
technique, choreography and rehearsals hold for appreciation has not
yet been realised. But if dance artists are to share these very different
but valuable experiences with participants three fundamental issues
have to be resolved. First, dance artists need to identifywhether it is
the activities themselves which are threatening or the likelihood of
critical appraisal. While this problem is not likely to disappear totally
it might be eased if dance educators could prepare young people for
the different types of activitiesthey are likelyto experience. But dance
educators could only do this effectivelywhen dance artists identify
and plan clearly for what they are going to do. Second, dance artists
need to consider relinquishing some of the responsibility for
presenting the activity to dance educators. The presenter could then
elucidate to the audience particular Insights into the work and engage
at planned intervals in a dialogue with dance artists and students.
Thiswould allowdance artists to concentrate more fully on the dance.
Third, as discussion in B.6 highlights, it is crucial that lecture
demonstrations are designed for selected audiences.
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To reiterate a point made in B.6, the focus placed on "appreciation" In
practical activities is highly dependent upon the signtftcance given to
it by individual dance artists. Discussion also reveals different
practices in "technique" and "workshop"sessions and suggests that,
ingeneral, dance artists fail to giveyoung people something speciftc to
look for. This contrasts with the ongoingattention to explicit elements
experienced by those involvedin an intensive choreographic process .
.f"' ....t~~f'
However, debate implies that young people cannot come to
'I
judge either the work they compose themselves or that of others
Withoutaccess to appreciation elements, Ifthis is so, critical appraisal
is just as important to workshops based on repertoire, reconstruction
or choreographic prindples as it is to the development of a dance. But
while this is an Important aspect ofprojects it is only likely to occur if
dance artists accept that young people acquire dance knowledge from
a number of sources. Significantly,workshops, each in their ownway,
provide ideal opportunities for dance artists to guide participants to
look at the Individual and particular features of a single dance. Thus,
as dance artists illuminate the dance and its particular characteristlcs
\Jor I<~~ops
might enable young people to gain ease of access to the work in its
"
own right. Hence. it is argued here that It Is the marrying of
appreciation aspects. together with imaginative engagement in a
dance, which allows participants to understand the distinctive
features identifted and something about the meaning and signiftcance
of the work. Once these are asstmilated, viewers might then apply
such perceptions when viewingother dance work, transfer them into
333practical choreographic contexts. and make them relevant for their
own developingwork. New strategies which place a prime emphasis
on appreciation elements are discussed in 11.83.
11.7 Extending the in-depth experience.
Discussion of the educators' debate in 11.83 and 11.84 exposes the
interrelationship between the diversity of activities offered. timetable
patterns and work with "special"groups (nonnally tenned "intensive")
in projects of any length. 'lbis thesis clarifiesfor the first time how the
transitory nature ofminimal and disjointed contact with dance artists
results in a superficial concern for learning. Issues arising from the
unique debate are compounded when the premise for much dance
artists in education practice is the excitement generated. However. as
such motivation is short lived. singly it initiates neither short nor long
term development. In contrast. debate in 8.4 reiterates the value
gained fromworking Intensively towards an end product. The marked
difference is a direct result of the concentrated development of work
which leads to a deep extension and understanding of knowledge. Yet
a situation now exists whereby the selection of special groups Is
equated with concern about who will gain most from an intensive
experience. This. together with the growing focus on reconstruction
With examination groups. takes this work Into new directions.
However.whether it is goodeducational practice to select some young
people for. while excluding others from. an in-depth experience
remains a question which dance educators must resolve.
It Is argued that It Is possible to counteract the wide gap which
currently exists between selected and curriculum groups if those vital
questions are resolved. First. could this way of working be equally
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successful With the majority of young people as. for example. With
CUrriculumgroups in the lower secondary age range? Second. how
might projects be designed to ensure that all participants have an
equal right of access to intensivework?Third. could in-depth work be
built into a rolling programme of dance artists In education
programmes as an integral part ofcurriculum development?
Involvement in an intensive experience appears to be valuable. First.
the experience of being "choreographed on" by a dance artist with
choreographic expertise is likely to effect a change of emphasis as it
allows participants to gain insight into professional dance-making
from the initial ideas to the finished performance. Second. as young
people develop a dance in an in-depth manner they gain an
understanding of' choreography through the articulation of
compositional principles particular to. and characteristic of. the
selected genre and style. Third. it allows participants to appreciate in
their own right both the process and the completed dance. Fourth,
engagement with dance artists as choreographers raises awareness of
the diverse possibilities inherent within choreography. FIfth. young
people as makers and presenters ofwork become involvedpractically
in new skUlsand concepts ,
It Is argued that the selection of young people on the grounds of
individual prowess. or the ability to gain the most from this kind of
experience, needs to be redressed. It Is proposed that young people
with m1n1maldance knowledge, as well as those In examination
groups. could also profit from the benefits which can accrue from 10-
depth work with dance artists if certain conditions are set. Once this
principle is adopted dance educators could design project work as an
integral complementary feature of an overall syllabus. However. to do
this successfully they would have to consider five key elements:
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1) Planning for aims. objectives. and content has to take into
account the particular requirements of a specific year group. For
example. a lower school project might well utilise a key work
from the repertoire for workshop activity based on the idea of the
dance: or pupils in GCSE examination groups could focus on the
use of more complex choreographic prtnciples in the creation of a
co ...IJ ~c."4.new dance. Alternatively. A level students a more sophisticated
1\
and complex experience through focusing on the reconstruction
of sections from a dance. While this would allow pupils to come
to know a piece in a particular way it also carries the expectation
that those involved will be capable of meeting para-professional
standards of performance.
2) Joint partners would need to set clearly-agreed criteria for the
selection of the dances performed and the approaches involved.
3) Dance artists and dance educators would need to agree the focus
to be placed on choreography. performance and appreciation.
For example. the choreographic principles to be taught would
need to be defined together with how these might be interpreted
in particular kinds ofworkshops. 1111smight help participants to
come to a greater understanding of the choreographic process.
together with performance and appreciation elements.
4) Both parties need to explore together the teaching implications
for each area of work Including the possibilities of team teaching
inworkshop or choreographic Situations.
5) The framework for any project has to be clearly defined and
agreed so that material can progress and develop with a concern
for selected choreographic concepts. However. if in-depth work is
to become a common feature of projects. careful consideration
will need to be given to the selection of dance artists undertaking
the choreographic role. The appropriateness of the dance artist
for the young people involved and the specific nature of
choreographic work is vital to the success of intensive work. The
demands that this will place on dance artists to shape material
With a concern for form has implications also for how they teach.
Hence. recommendations for the training of dance artists are
p(,ofoS~ in .Chapter 12.
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11.8 Newmodels: a worldng framework.
Although three main characteristics are common to the proposed
models they are of different orders. First. all the models are derived
from the dance as art context. since this embraces the genre and
styles of dance which are taught in education. Acknowledgement that
each model needs to be capable of refinement and adaptation for the
work of companies and dance artists which fall under this large
umbrella heading enables them to be used by ballet. modem or new
dance. Asian or Black dance artists. Furthermore. the structures
presented could be modifted at the local level for a variety of education
contexts. WhUeguidelines for time allocation are given for particular
activities. local conditions wt1l need to prevail.
Second. it is assumed that all the necessary prerequisites outlined in
11.2 and 11.7 are followed during the planning. implementation and
evaluation stages of any project.
Third. the new models are built around a number of features which
have been largely associated with project work for more than a
decade. However. whUe these are retained for continuity they are also
reconceived in a particular way to enhance the proposed three
stranded approach to dance artists in education programmes.
The lecture demonstration is a fundamental format which is used in
the models to serve many purposes. It is used to set a project within
the CUrriculum of a specific education context. or to introduce and to
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draw attention to particular characteristics. Additionallyit Is used at
particular times to demonstrate. or to explore. or to provide specific
examples Including anticipated difficulties and their resolution.
Althoughmuch of this Is not newwhat Is redressed Is the expectation
that the lecture demonstration should be more analyticallybiased and
planned as a means of learning. This also allows It to be used. at
times. as an intermediary rehearsal and performancetoolwhich leads
participants towards production and dress rehearsals and final public
performancesituations. These proposals necessitate dance artists and
dance educators generallyagreeingon the nature of appreciation. and
on who Is the best person to exploreand to present information in the
lecture demonstration situation. There is also a hidden inference that
discussion has a vital part to play in all the activities offered so that
those Involvedmight come to an enlightened understanding of the
aims and objectives of a particular project. bow these are to be
interpreted en route. and how intended outcomesare to be achieved.
"Sharlngs" differ from lecture demonstrations. They allow dance
artists. participants and dance educators to come together to
rehearse. to performand to viewwork in a semi-performancesituation
so that constructive critical appraisal provides the base for further
work. Choreographicand performanceperfectionis also striven for at
specUledtimes through the making and viewingofvideo recordings of
the developing work. This could then be used to illustrate tbe
difficulties which arise and how these might best be resolved.
Rehearsals alert participants to the professional demands of
performing particular dances. Production rehearsals permit dance
artists to establish the technical requirements of the dance and to
ensure that young people. as dancers. know their roles. Dress
338rehearsals finally establish the mood and atmosphere of the piece in a
perfonnance situation.
While an importance is placed on the monitoring and evaluative
process, the two are separated. Ongoing meetings enable dance
artists. dance educators and selected participants to overview and to
discuss the work undertaken. to identify the difficulties that arise and
how to resolve them, and to agree any tasks that the dance educator
might undertake. Culminating meetings allow for the evaluation of the
overall project.
11.81 Choreography: Project Models 1 and 2.
Involvement in choreography as the central core of project work allows
an integrated approach in which knowledge of the craft of
choreography could be taught alongside performance and
appreCiation aspects (see 11.4). However. to do this dance artists and
dance educators need to understand both the specific characteristics
common to the making of dances and how the use of these differs
depending on the genre of the dance studied.
Although Models 1and 2 have a choreographic focus they stem from
different sources and each one is developed in a particular manner.
While they are presented here for a specitlc age range. they could each
be adapted for other year groups. Also they could be adapted to a
focus on the abstract principles of choreography if parameters are
defined and aims and objectives state clearly how the developing work
might progress choreographically. The argument Is put forward that
choreographic principles are more l1kely to become known. and
therefore understood. through a focus on either repertoire-based work
or on making new dances. However.each of these two' approaches
requires partners to state precisely what is required if they are to
result in an experience which leads to an appreciation of works as
artistic statements.
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Modell: Choreography: a new dance.
Parameters.
Whilethe project focuses mainlyon a dance artist as a choreographer
creating a new dance participants are expected to make an ongoing
contribution to the process. An emphasis on choreographic principles
and their use within a particular (named) style of dance Is
underpinned and enhanced through a secondary emphasis on
performance and appreciation. Performance aspects draw upon the
physical and interpretive sk1lls necessary to the developing work.
"Guided looking" at video recordings of exemplars from the choreo-
grapher's own work and participants' ongoing choreographic work
leads to critical appraisal of the developing and finished dance.
Throughout. the intention Is to providethose involvedwith a coherent
dance experience so that they come to realise the Interrelationship
between choreography. performanceand appreciation.
Introduction to the project.
The residency is based on one dance artist working with one group
(approximately25-30) ofyear 9 pupils (aged 13-14 years) for a period
of a week in order to choreograph a dance to be presented at a final
ModeilA Choreography: ADew claDce - abu and objectlvu
1.0~AIMS.
1.1 To provide a selected group of Yr. 9 pupils with the opportunity to
extend their own ChoIeOgraphic, perfonnance and appreciation
skills thorough working with adance artist. who is also a
choreographer, on the creation of a new (named) dance based on the
idea of (...•).
. 1.2 To engage pupils ina cdlesive dance experience through an
inteJTelated focus on choreography, perfonnance and appreciation
aspects.
1.3 To provide a bridge between lower school dance activity and the
rmre demanding expectations of examination work.
1.4 To provide young people with the opportunity to perfonn in an
audience siruation.
2.0. OBJECTIVES. Partidpants wDI:
2.1 l!Je involved in the creation of a new dance from its inception to its
final peIfonnance within an audience setting;
2.2 understand how ~ devices such as motif development.
unison and canon. group relatia1ships and stage space are used in
relation to the developing dance idea;'
2.3 amprove their own perfOl'l18lCC standalds through engaging in
technique work focused on movement principles and phrases from
the developing dance; ,
2.4 aitically appI3ise the developing and final work paying particular
attention to the choreograpuc devices used and how these enhance
the mood, qualitative and inleJpletive aspectS of the dance;
2.S p'CIfonn the work in a public performance to parents, school
governors, invited gucsIS and upper school pupils;
2.6 perfonn the dance in feeder primaly schools at a later date to help
form a bridge for the yOlBlg people about to transfer to secondary
education.
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MODEL 18
Evening
Evening
CHOREOGRAPHY: A NEW DANCE - OVERALL
STRUCTURE AND EXPLANATION OF STAGES
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sharing/lecture demonstration and performance. In this instance. the
project could be used intentionally by a dance educator as a means of
motivating young people prior to the selection of GCSE options. While
most pupils would be involved in a self-selection process others who
show interest in the GCSE course. but who are unsure of their own
dance ability. could be invited to participate. Its implementation at
some point in the Spring term would coincide with the timing of the
annual selection option process which occurs prior to young people
embarking on upper school work.
Model2. Choreography: In the "style ott a key work.
Parameters.
A company is to work alongside a selected group of approximately 36
upper secondary school pupils from yrs 9-11 (t.e. 13-16 years of age)
over a four week period. This is a borderline example as the intention
is to produce a new work. approximately 15 minutes long. in the "style
of' the choreographed work. Throughout. use is made of the ideas.
main actions. movement principles and set phrases from the original
work. While dance artists take on the prime responsibility for the form
of the dance. the dance educator develops and refines agreed
choreographic tasks and rehearses the ongoing work in the middle
two weeks. Therefore. a subsidiary focus on performing and
appreciation skills underpins and enhances the choreographic
process. While choreography emphasises the main concepts used
throughout the piece. performance focuses on selected movement
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MODEL2A CHOREOGRAPHY IN THE 'STYLE OF' A KEYWORK FROII
THE REPERTOIRE - AllIS AND OBJECTIVES
1.0 I AIMS.
1.1 To engage a group of self-selected young people from yrs 9 - 11 in the making
and performance of a darx:e based on ''the style of' the selected work from the
company repertoire.
1.2 1b provide participants with acohesive daIx:e e~ through an interrelated
focus on cOOreograpby,performance and appreciation.
1.3 1b provide YOWlJpeople with the e~ cXptrimniog in an audience
situation.
1.0. OBJECDVES. Participanm wiD:
2.1 be involved in the making and pmonnance of a dance based on ..the style of'
the selected wa'k from its inceptim to its final performance within me audience
setting;
2.2 come to gain a greater understanding of the cohesive nature of the dance
experience through an interrelated focus on cboreograp.y, perlonnance and
appreciationj
2.3 use choreographic devices such as nXlIif development and variation, group shape
and stage spacing;
2.4 improve meir own performance standards and develop the accuracy, skiD and
interpretive qualities demanded through tngaging in tecbniquc wa'k focused on
main actions, movanent pincipies, set phrases and specific skills fran the dancej
2.S ~ain an WJderstanding of the professional demands of the rehearsal process
which leads to the perfonnance of a daIx:e within a theatre setting;
2.6 c;ritically appraise the iDtaTelatioosbip between tecbniquc and interpretive skills
and clueographic devices used in the developing work in order to resolve any
difficulties as they arise, and the final ovtnll form d the dance with specific
attention to how their use affects what the audience sees;
2.7 p'erform the COOlplettd dance as pan d a canpany perl'ormaoce which includes
selected pieces from the repertOire ina theatre venue, or as part of a dance
evtning in the school which includes a range of lower and upper school work and
a company performance of the dance focused on throughout the project;
2.8 (Dt-project - perform me clxnograplcd work in a feeder primary school, as
panof an LEA "showcase" for dm:e and to an invited audience from other
schools.
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MODEL2B CHOREOGRAPHY IN THE 'STYLE OF' A KEY WORK FROII
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MODEL2C CHOREOGRAPHY IN THE "STYLE OF' A KEY WORK. FROII
THE REPERTOIRE - EXPLANATION OF STAGES, WEEKS
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characteristics and skills. Ongoing critical appraisal in relation to
given criteria enables participants to evaluate both the developing and
finished work. Overall Model 2 provides a composite approach so that
those involved come to experience the interrelationship between
choreography. performance and appreciation.
Introduction to the project.
Model 2 is based on the assumption that an institution can neither
release pupils from normal workloads for an extended period nor has
the flnancial support required to fund a full-time. long-term project. A
compromise is therefore proposed in which a one-week residency by a
company is followed by selected dance artists returning at intervals
over a span of three weeks. It assumes. also. that the dance educator.
as an experienced choreographer. has the knowledge to develop the
work further when the dance artists are not in the school context. As
dance work is well established in the school. a policy of self selection
is to be adopted which allows participants to follow their interests in
dance beyond their normal curriculum perfonnance levels.
11.82 Performance: Project Model 3.
It is proposed that all projects with a performance focus should
engage participants in the explicit relationship between technique.
interpretation and choreography. This should occur either within the
context of an evolving work. or in choreographic work based on
repertoire, or in the reconstruction of repertoire (see Table 17).
Aspects of "theatrical presentation" could then become a necessary
pre-requisite for work performed within an audience situation.
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While Model 3 has primarily a performance focus this Is integrated
into work based on;a) the reconstruction of a section from a named
dance: and b) the development of a new choreographed work. It also
serves as an in-service course for teachers.
Model 3: Performance/reconstruction.
Choreography/reconstruction.
Parameters.
Thts ts fundamentally an m-service development project for dance
educators who teach examination groups in 6 local comprehensive
schools. In total 3 dance artists each work with 24 participants (12
dancers from the GCSE. or A/S. or A level groups from six schools).
Throughout a focus ts placed on performance in its widest sense for
two main reasons. First. the understanding exemplified in the
reconstruction of a section from a dance gives young people the
opportUnity to demonstrate expressive and interpretive skills together
with technical abilities. Second. performance is considered to be an
integral part of the development of a new choreographed work. In this
instance performance. therefore. provides a meaningful interface
between dance artists. dance educators and participants.
A formal performance Initiates project proceedings and provides a
showcase from which all other activities stem. This exempliftes how a
company technique policy is interrelated with interpretive aspects
particular to selected dances and their theatrical presentation. The
performance also supports directly the practical activities offered as it
influences the selection of the performance elements and appreciation
characteristics. Hence. performance Is exemplified as the central
integrating factor of the project through the reconstruction of the
MODEL3A PERFORMANCE/REOONSTRUCTION,CBOREOGRAPHY/
RECONSTRUCTION - AIMS AND OBJECTIVES
1.0 AIMS
1.1 To extend the physical. interpretive and expressive abilities of participants through
engaging them in the reconstruction of a section from a (named) dance
1.2 To identify the movement principles and characteristics used in the original themes
of the identified section
1.3 To identify the choreographic structure of the selected excerpt so that the
participants might gain insight into and thus come to a sense of meaning in relation
to the overall dance
1.4 To provide dance educators with new ideas and material as well as insights into the
choreographic principles and processes involved
1.5 To conclude the project with a performance to an invited schools audience and a
public perfonnance
2.0. OBJEcrIVES. Participants in examination groups will:
2.1 k able to pefom the selected excelpt with a central concern for artistry through
interrelating physical skill with interpretive and expressive qualities,'
2.2~·nderstand and be able to use the main movement principles focused on as they
perform accurately a range of selected movements, steps, skills and phrases from the
dance·I
2.3 1ain an insight into how the set movements are used within the original theme of
the section and how these relate to the cboreographic structure of the selected
excerpt (including use of group shape, relationships and the use of stage space) and
how this relates to the overall meaning of the dance,'
2.4e.xperience the professional demands of rehearsal situations including production
and dress rehearsal and how these relate to the final performance,'
2.5 ~t a lecture demonstration to yr 9 and upper school pupils from the host school
plus invited groups from participating schools,'
2.6 perform the reconstruaed section alongside the new dance created by the dance
educator at a performance to an invited schools audience and a public perfonnance •
3.0 ParticipantS involved in the dJoreograpbed work will:
3.1 lJe involved in the creation of a new dance from its inception to its final
perfonnance within an audience setting;
3.2 IoInderstand how selected choreographic concepts such as motif development and
variation are used in relation to the developing dance,'
3.3 Improve their own performance standards tJuough engaging in technique work
focused on movement principles and phrases from the developing dance.'
3.4 c..riticaUy appraise the developing and final dance, paying particular attention to the
expressive and interpretive aspects of perfonnance and how these relate to the
choreographic devices used,'
3.5 ~onn the new dance at the same performance at which the reconstructed dances
are presented.
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selected section and the focus placed on movement principles. A
second integrating factor comes through the performance demands
placed on the participants involved in the creation of the new work
developed by the dance educator within the school situation.
Introduction to the project.
The project is designed in two sections with the initlal work with
dance artists being used to stimulate further work in schools by
dance educators. The project culminates with each of the participating
schools contributing two dances to a performance. Although the
project extends over an eight week period, its central thrust is in week
1when 3 dance artists each reconstruct a section from a dance with a
group (3 groups). While the focus of work for pupils is repertoire-
based, dance educators are expected also to collect new ideas and
material, to familiarise themselves with the choreographic process and
principles involved. and to consider the overall form of the selected
dance. This provides the ideas. content and choreographic knowledge
which dance educators rework in their own schools during weeks 2-7
With at least one group from years 9-13 in both contact and extra-
Curricular time. The project culminates in week 8 with each dance
artist visiting the "paired" school to appraise and to develop further
the work of the dance educator. Dance artists now focus on
performance expectations and rehearse the two dances to be
performed. Two public performances. one to an invited schools
audtence and the other to parents and guests, conclude the project.
Evaluation of the project considers its outline and implementation.
Proposals for developing future work in the area involve dance
educators from participating schools being used as curriculum
leaders for a cluster of between 3/4 schools.
11.83 Appreciation: Project Mode14.
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The starting point for any alternative strategy must be. firstly. the
notion that. in order to enjoy and to learn to appreciate dances. young
people need guidance in how to view complex works; and secondly.
recognition that for the beginner even a simple dance is complex.
Viewers. however. might only come to know something of what the
work is about. if consideration is given to its framework and
constituent features. It is this guidance which leads an audience to
recognise the characteristics or distinguishing elements of different
styles within general groupings and thus the uniqueness of each. It Is.
therefore. proposed that all projects with an appreciation orientation
should focus on the special characteristics of selected dances In order
to inform both the choreographic and performance endeavours of
young people.
Model 4: Appreciation.
Parameters .
The emphasis on appreciation throughout this project is based on the
assumption that viewers may gain in-depth insight into and
appreciation of a specific dance, and thus a greater understanding of
dance as art. through a focus on its particular characteristics and
choreographic concepts. This is achieved as a result of young people
being given the opportunity to view one dance in-depth through a
series of lecture demonstrations, each one deliberately building onto
the next In a coherent manner. Parallel choreographic work facilitates
a practical understanding of selected features from the dance. The
number of dance artists available as choreographers will determine
how many groups are involved in practical work. Those dance artists
MODEL4A APPRECIATION MODEL: CHOREOGRAPHY - AIMS AND
OBJECTIVES
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1.0, AIMS,
1.1 To enable young people to Wlderstand the meaning
and significance of a particular (named) dance as an
artistic statement
1.2 To gain an in.<fepth understanding and appreciation of
its particular characteristics and choreographic
concepts.
1.3 To use the lecture demonstration fonnat as the central
mganising focus for choreographic, perfonnance and
appreciation elements.
2.0. OBJECTIVES. Partidpants will:
2.1 r..ecognise the charac1eristics and distinguishing
elements of the dance in relation to a particular
(named) style;
2.2 he able to evaluate in an infonned manner, ascribe
qualities to art wode and come to a greater
Wlderstanding of the work;
2.3 ~nderstand the inteITeJated nature of choreography,
perfonnance and appreciation through engaging in
practical worlc: which epitomises the three-sttanded
approach.
MODEL4B APPRECIATION MODEL: CHOREOGRAPHY - OVERALL
PLAN AND EXPLANATION OF STAGES
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who are not choreographers either work physically alongside
participants. or dance artists take on an assistant apprentice role. or
perform the selected section from the dance.
Introduction to project.
The lecture demonstration format is the central integrating feature of
all project activities. A series of presentations introduce the repertoire
both prior to the company performance and throughout the project to
consolidate the work in progress. Prior to practical work sections are
performed. discussed and placed within the context of the dance.
Allpractical work emanates from what has been viewed and also
relates to the focus of the next lecture demonstration. For example.
performance and discussion of one section could lead to practical
work focused on how the ideas of the dance are embodied into the
choreographed form. Alternatively. the lecture demonstration and
practical work could stress how particular choreographic principles
are used to vary and to develop movement material in the dance.
Attention could also be given to the types of problems encountered by
the choreographer 10 the making of the dance. together with examples
of how these are resolved. Although Model 4 is based on a week-long
project with dance artists. the principles adhered to could be adapted
to one of a longer length with more participants. This might allow
choreographic or reconstruction work to be further developed.
11.9 Summary.
The underlytng premise throughout this Chapter is that dance artists
in education projects need to be organised around the conceptual
basts of dance as art. Interpreted into a theoretical framework. this
allows new parameters to be defined which stem from choreography.
performance and appreciation. Exploration of policies which centre
around each of these concepts opens up new possibilities. It is argued
that this could enable each project to have a primary and secondary
focus. Hence. young people might become engaged in a more
integrated dance experience. This proposition. together with the
notion of widening the extensive experience to include more young
people than hitherto. provides the foundations on which new models
are based.
Each of the four Models presented has a central focus. underpinned
with a complementary concern for the other two concepts. As the aim
is to involve young people in a coherent dance experience. lecture
demonstrations. all practical work and shanngs are intended to build
onto each other so as to lead to a signiflcant dance experience.
Finally. the Models offered as a new approach to project work are able
to be adapted to local circumstances. Furthermore. when they are put
into practice they would need to be monitored. evaluated and further
refined.
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Chapter 12
New Polley: TralniDI for
Dance Artists InEducation ProlJ'lUlllDes.
12.1 Introduction.
The models presented in Chapter 11 require a new way of working
from both dance artists and dance educators. This necessitates
consideration of two interrelated issues. First. in spite of a
relationship between one-offteaching experiences and the dtftlcultles
encountered. dance artists are placed increasingly in an instructing or
factlttaung role. As well as passing on their skills and knowledge
directly to pupils and teachers there is a growing escalation of
demonstration classes by dance artists at In-service courses. Hence.
duplication of the teacher and adviser roles is re-examined Second.
the challenging concept of training for those engaged in dance artists
In education practice is discussed. Finally. one of the two proposals
put forward is considered In depth and its implications highlighted.
12.2 The centrallty of the teachlDll .. ue.
Discussion in 9.3 and 9.5 uncovered that how successful dance
artists are is largely determined by the activity they teach. It revealed
that while there are evident similarities between teaching technique
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and reconstructing a section from a dance a further dimension occurs
when dance artists teach creative workshops based on repertoire or
on choreographic principles. In particular. it noted the discomfort felt
by dance artists when having to take into account a number of
considerations such as shaping material. In general. they are unsure
of how to develop,appropriately, material produced by pupils unless
they have choreographic experience. Furthermore. debate also
discloses how dance artists revert to the use of fam1liar practices from
the professional world which are either Inappropriate for many young
people or not always used as effectivelyas they might be.
It is argued that the centrality of the teaching issue is likely to remain
unless the haphazard practice highlighted in 9.3 and 9.5 is replaced
by dance artists acquiring skills so that they might teach in a
structured manner. Therefore. it is proposed that a number of steps
are taken to introduce dance artists to a range of teaching styles such
as those exemplified in the Mosston "Spectrum" (Mosston and
Ashworth. 1986). This might then allow dance artists to make more
informed decisions than hitherto about the teaching approaches they
employ. The universal acceptance of this model by the DFE. LEA
advisers and initial teacher trainers rests on the importance of
preparation. performance and evaluation decisions. Implicit within
these is the concept of a teaching/learning contract. an emphasis on
preparation (t.e. alms. objectives and detailed planning) and the
adoption of anticipated teaching and learning behaviours related to a
range of styles. As implied in 6.7. this demands an objectivity which
enables content to be separated from methodology.
The position taken here is that three positive effects could emerge if
dance artists are familiar with the teaching-styles spectrum. First.
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dance artists should be able to modify. and to apply more effectively
than before. such professional practices as the use of feedback (i.e.
correction). demonstration and repetition. Second. dance artists could
become more familiar with the roles assumed for a specific project if
parameters are more clearly defined than hitherto. Third. if these two
proposals are implemented. models of "goodenough practice" could be
identlfted to which other dance artists might aspire. Fourth. if a
company adopts a coherent approach and teaching policy to a
particular project this might ensure that dance artists have common
expectations for the aims. objectives and content of a particular
scheme. This could then be Interpreted approprtately for the age.
ability and experience of participants.
12.3 In-service work-the profe_lonal development of teachers.
Discussion in 9.3 highlighted that despite dance artists having no
educational expertise themselves their skills and knowledge continue
to provide the foundation for education programmes. In particular.
the growtng trend and increasing assumption that dance artists can
take on the role of curricula leader. and thus be responsible for the
professional development of teachers. Is wonying. If followed through
to its ultimate conclusion. it could result in the professional world
influencing dance education more than hitherto. Therefore. in-service
providers need to resolve two main concerns. First. LEAadvisers, or
their equivalents, have to consider how they might best engage
teachers in professional development. WhUedance artists have much
to offer. LEAadvisers should Ideally facilitate in-service work which
allows dance educators to update their knowledge and skills so that
they can carry out their work as effectively as they might. But
problems arise when LEA advisers themselves do not have the
361appropriate expertise. Yet they could gain assistance from a higher
education establishment. or nominate one or more specialist dance
teachers to undertake this particular work. This would allow the
dance teacher and adviser to translate artistic modes ofworking into
educational practice. and to encourage discussion between dance
artists and educators. For such a model to be implemented effectively
as part of a project the adviser must be seen to support. and to work
with. the selected dance specialists.
Second. advisers and teachers need to explore together appropriate
forms of evaluation procedures for dance artists in education projects.
Contrary to present practice curriculum development should not be
expected to take place overnight.It is a long tenn process especially if
large scale change is planned.
Third. current practice also suggests that all too often teachers are left
to their own devices once the support of an artist is withdrawn. But it
is crucial that towards the conclusion of a project the adviser.
specialist dance teacher. dance artist and local teachers discuss ways
forward so that the impetus for teaching dance is not lost. While
networks are vital. those currently on offerto teachers frequently span
a range of age and expertise. These need to be replaced by new ones
which focus on particular KSs in the National Curriculum and/or
cater for teachers with specificknowledgeand sktlls. If the purpose of
such courses is to developnewwork. or to extend dance in a distinct
way. the professional developmentof teachers must be a priority. This
holds true for courses which take place throughout a project and also
for those which occur after its conclusion. But if anything Is to be
achieved in the long term. projectsmust be integrally tied to alms and
362objectives which are realistic for the dance artists and dance
educators involved.
Fourth. ways also need to be found to disseminate good practice both
at national and local level.Whilepublication ofmaterial could enable
dance educators to come to terms with the principles and practice of
project work. this on its own is not enough. To develop this area of
work in line with National Curriculum recommendations. a rolling
programme of standing conferences might need to be set up. While
this might encourage dance educators and dance artists to engage In
ongoingdebate those teaching dance under the PE umbrella are only
likely to take this seriously if HMIare seen to take an active lead in
this direction. Recommendations in this crucial area are made In
Chapter 13.
12.4 PartnersIn ProvisioD.
The initial training of dance artists and dance educators leads to very
different outcomes. Dance programmes 10 a range of degree courses
focus on dance as art. and those leading to current B.Ed (Hons.)and
B.A. (Hons.) gTS courses also provide students with educational
perspectives and skills. In contrast, such elements offered within
vocational courses located in the private sector are limited, and
modules of an "educational"nature taught by dance artists do llttle to
rectify present practice. The general assumption that the training of
professional dance artists provides them with an almost automatic
entry into dance artists in education practice is questioned. But to
date the ACGBhas made l1m1tedprovision for artists In general (see
2.5) and no public debate has exploredwhether dance artists should
undergo some form of recognised training. Moreover.despite the very
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demanding nature of the work the expertise of the dance artist
continues to predominate. Even though dance educators have sk1lls
that dance artists do not have they are still passed over. Perhaps
equally Significant. there is no recognition that working with dance
artists adds another dimension to the work of dance educators.
It is put forward here that two current moves within the education
world make training for dance artists in education programmes a
realistic proposition. First. the official recognition given by the DFE to
'Partnerships' within PhYsical Education in the National Currtculum
(DES. 1992) gives more credence to the dance artists in education
movement than ever before. The stated requirements for dance implies
that dance educators have to be more accountable for both short and
long term learning effects. 1b1s. together with the responsibUity placed
on teachers for the monitoring and evaluation of ·partnerships·,
suggests that future projects are likely to be scrutinised much more
carefully than before. If this is so then dance artiSts too will have to be
more answerable than before for any work they undertake. including
the processes followedand their outcomes.
Second, the emergence of National Vocational Qualiftcations (NVQs).
together with the growing recognition by the artistic world that these
might benefit careers in dance, could be used to advantage. But, as
with all other NVQs. these would need to be based on standards of
competence. to ensure that qualifications are relevant to existing
employment opportunities. and to be acceptable to both employers
and employees. Potentially this could develop the dance artists in
education work force as well as provide opportunities for dancers to
gam skills and knowledge needed for a changing career in an
increasingly competitive world.
Proposals for the training of dance artists are on two levels. First.
initial training might incorporate aspects of dance artists in education
practice for those who wish to engage in work of this nature either
Within a company or tn a free lance capacity. Any proposed NVQs
could be built out of a number of units of competence accredited
separately under a modular structure. This would allow for
progression and transferability. and enable dance artists to acquire
professional expertise in dance artists in education practice. Other
skills particular to project work such as administration. funding. and
planning would also feature. Hence, vocational schools which
primarily train professional dancers would have a responsibility to
instruct students for the secondary yet complementary activity of
dance artists in education.
The adoption of NVQstandards and quallftcations by professional
training providers could be seen as a way of rationahsmg current
practice as it might help to clarify the relevance of courses to arts
funding bodies and to LEAs. In particular, LEAs might then consider
linking discretionary awards for dance to programmes leading to
NVQs. Furthermore. it should alert companies to those trainee
dancers who have an interest in dance artists in education practice as
well as performing. On completion of the course newly trained dance
artists might then work as "apprentices" alongside other more
experienced professionals. Companies could then approach LEAs and
individual education institutions confident in the knowledge that their
dance artists have some relevant knowledge of. and beginner
experience in, project work. Those students who opted out of the
module would automatically be excluded from project work in any role
other than that of performer. Furthermore, it could also provide
opportumttes for those who wish to change their career patterns after
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their initial training. as. for example. those who wish to work with a
company as an outreach worker. However. as vocational
establishments might find it difficult to achieve the depth of training
required this might need to be undertaken by dance educators who
teach Within initial teacher training courses in higher educatlon.
Discussion of initial teacher training in 1.7 Identifies two alternative
routes for intending dance educators. It also reveals a Widedifference
between the contact that students have with dance artists in
Performing Arts courses (and their equivalents) and the minimal
acquaintance that those studying dance within a PE context have with
the professional dance world. The situation is even more drastic for
trainee primary school teachers. It is argued here that It is imperative
that students involved in dance programmes within teacher training
contexts should follow a course which parallels.the one put forward
for dance artists. This should alert them to the potential and ongoing
concerns of the dance artists in education movement.
It is suggested that students involved in dance work within initial
teacher training contexts could follow a module in this spectftc area.
Recommendations are two tiered. First. all students studying PE. and
therefore dance. might followa module which alerts them to the range
and possibilities of dance programmes possible under the National
CUrriculum "Partnerships" requirements. Second. intending special-
ists Within the field might followa further course to make them more
familiar With. and knowledgeable about. such work. Thls could form
the base for tnvolvement tn projects once they enter the teaching
profession. Satisfactory completlon of the module for the degree might
go some way towards the requirements for the diploma outlined in
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12.5 so that the fieldwork requirement can be undertaken once in e,
"teaching post.
Currently. company education officers are not specifically trained for
their role. Even though they may have knowledge of dance artists in
education programmes. and the ACGBprovides a forum for them to
share their experiences. they are not specialists in the field. Yet these
are the very people who control many of the decisions surrounding
dance artists in education programmes. While their backgrounds may
be from either the educational or...artistic world they come. in general.
from a professional dance training route. Therefore. the case is made
that those currently in post. and those appointed in the future. might
be expected to complete successfully the Diploma in Dance Artists in
(1"~t-f;c e,
Education discussed in 12.5. This could only be to the advantage of
i\
the dance artists in education movement as it would allow company
education officers. dance artists and educators to engage in debate
from a similar knowledge base.
12.5 A Diploma for Dance ArtIst. in Education Practice.
The NVQsoutlined in 12.4 are viewed as only the first step: a second
more in-depth rung is also proposed. Those who wish to take on more
responsibility. and to gain a deeper understanding of dance artists in
education practice. could study for a DIploma in Dance Artists in
Pr~\,tiet.
Education. This would enable dance artists to develop a thorough
"understanding of the principles and procedures for projects, to
explore the planning and execution of new frameworks. and to develop
appropriate teaching skills.
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Such a diploma could be offered within an initial teacher training
institution in which dance plays a significant role. This would allow it
to be designed either as a separate course for dance artists: or as part
of in-service development for local teachers: or as a Joint module for
dance artists and trainee dance educators or for all three parties.
Such a course would incorporate fundamental elements. including
work-based experience. combined to make a unit leading to the
qualification. While its focus might at times differ depending on client
groups it could. to varying degrees. build a bridge between dance
artists and dance educators through an exchange of ideas and
expertise at grass roots level.
Ideally the course leading to the Diploma in Dance Artists in
Pt'o..f,.ti\:~
Education should be open to dance artists. dance educators and
1\
trainee specialist dance teachers. Only one course is outlined here as
the fundamental aims and content that dance artists and educators
need to explore are similar: hence. where appropriate. "dance
educator" may be inserted in place of "dance artist". However. when
the course is offered it might need to vary for different client groups.
For example. for dance artists and teachers already in the field it
could take place over a number of weekends and weeks or as a
concentrated short course. Alternatively. within degree courses for
trainee teachers. it might run as part of a continuous modular
structure over a span of fifteenweeks.
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A Diploma for Dance ArtI.t. in EclucatlonP"o.c..t,ce:
a training course for dance artists,
dance educaton and .tudents.
Atm •.
Overall. this module is designed to promote the positive attitudes
and understanding necessary to create effective partnerships. It
aims to increase dance artists' understanding of the agencies of
provision, their roles and fundamental concerns: and to expand their
knowledge, range and expertise. To facUitate this the fundamental
principles of dance artists in education programmes are considered
and applied to practice. In particular, dance artists, dance educators
and students will consider their future roles,"and how these might
best be implemented within a variety of project situations.
Leaming outcome •.
At the end of the module dance artists. dance educators and
students should be able to:
1) differentiate the roles and understand the positive contribution
of the varied agencies involved in dance provision as well as
appreciating the barriers preventing effectivepartnerships;
2) understand administration, funding and planning procedures;
3) appraise the current roles of dance artists and dance educators
and design new collaborative ways ofworking;
4) critically review case studies of partnerships;
5) recognise the Issues Involved and explore alternative strategies
for developing projects;
6) communicate effectively in a variety of modes for different
purposes;
7) understand the simUarities and differences between such varied
education contexts as primary, secondary, further and higher
education.
)
8) draft polley statements and action plans for fieldwork.
IIldlcatlve content.
Participants in the module will:
1) overview agencies of provision such as the ACGBand the OFE,
their support structures, interrelationship and partnership
concepts:
2) examine the roles of agents Involved In education and arts
provision, relevant policy statements and funding proposals
together with consideration of administration and planning
procedures and how these might affect all stages of a project:
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3) clarify the roles of dance artists and dance educators, their
particular strengths and 11m1tationsand how these are directly
linked to activities and projectdesign:
4) examine dance artists in education practice from 19BO to +h,,-
present and identifyfactorsblockingeffectivecollaboration:
5) Identify the priorities. principles, criteria and procedures
required to enable Joint decision-making to take place through-
out the preparation, implementationand post project periods:
6) constder the language used by dance artists and dance
educators. both In practical and audience settings, in order to
define a common terminologyfor use in future debate:
7) clarify the artistic and educational implications of new project
models together with their alms. objectives, monitoring and
evaluation processes:
8) examine a number of alternative models which focus on either
choreography, performanceor appreciation. or a combination of
these as the focal point for a spectflc project and agree appro-
priate criteria for the selectionofmaterial:
9) appraise the role of technique as an integral aspect of projects
and consider how its use might vary depending on different
circumstances:
10) compare and make explicitthe workshop activities currently on
offer to facilltate informeddialoguebetween dance artists. dance
educators and students:
11) explore ways in which the lecture demonstration could be used
in a more effectivemanner than hitherto through dance artists
and dance educators together providing insight into spec1ftc
. dance works:
12) identify how dance educators might help dance artists to use a
variety of teaching styles so that they might pass on their skills
and knowledge in a more structured manner:
13) focus on how dance artists and dance educators, who are also
dance specialists, could collaborate to make in-servtceprovision
more meaningful for teachers:
14) draft policy statements. action plans and project models
Implemented in fieldwork:
15) interview individualsworkingin the field.
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12.6 Implications.
While these proposals are highly provocative they are vital to the
development of the dance artists in education movement in an era
when the artistic and education worlds are suffering from both ever-
increasing demands and shrinking resources. However.initial training
programmes could automatically provide a "beginner licence" for
dance artists in education practice. This could provide new entrants
to both professions with a basic knowledgein. and an understanding
of. how project programmes relate to the different needs of young
people. An equally ambitious proposal suggests that a Diploma in
P...o..c.tic.t..
DanceArtists in Education might provide the necessary qualiftcation
1\
for the professional development of those artists and educators who
take on a major responsibility for this area of work. Successful
completionof the Diplomacould lead to an automatic right of entry to
the "Register" held by NCDAE(see Chapter 10: and Chapter 13.
recommendation C l.5) and to the consultant role (see Chapter 10:
and Chapter 13. recommendation C1.2).WhUeIt is anticipated that
this would take fiveyears to put in place. during the interim period
dance artists and dance educators with some expertise could apply to
the NCDAEfor entry onto the register. Equallyessential Is the parallel
proposal in Chapter 10 that the NCDAEplaces priority on the
provision of ongoing professional development.Once established the
rolling programme of dance conferences could enable those dance
artists and dance educators already in the fieldto keep abreast of new
developments and to respect the two very different. yet equally
valuable. professions.
The financial implications for these proposals are crucial. It is
imperative that the DFE and the ACGB collaborate about funding
procedures. Ukewtse relevant higher education bodies and LEAs need
to be persuaded to plan for the initial and ongoing training of dance
artists and dance educators. During the initial and interim periods
the establishment of a "bursary scheme" or mandatory award might
help to convince those artists and educators in the field who wish to
study on the diploma course of the value of training.
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For the training proposals to be effective several concerns are crucial.
First. time needs to be allocated in initial training institutions for this
area of work. Second. dance artists and companies are only likely to
be interested and involved in such a scheme if the major issue of
funding is taken on board by the ACOB and RABs.Third. the question
of who would train dance artists will require careful negotiation with
the ACOB. Fourth, the ACOB, together with the DFE, might consider
the POSSibilitythat dance artists who wish to involve themselves in
dance artists in education practice should be required to undergo a
form of recognised training. The ever Increasing accountability
,
demands of the National Curriculum might make such a "licence" a
necessity. Fifth, in the long term professional training centres need to
be encouraged to include courses as an Integral part of the initial
training programme. Sixth, in-service courses for teachers are vital so
that those already in the profession are able to keep abreast of
developments.
12.7 Summary.
Discussion on "Shaping Future Policy"in Chapters 10 and 11 lays the
foundations on which the future dance artists in education movement
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could be based. In particular. the theoretical frameworks and the new
models put forward in Chapter 11 demand a fresh approach from
dance artists and dance educators if they are to be as effective as they
might be. Hence. the time has come to confront and to resolve the
teaching issue. To this end two highly provocative proposals are put
forward for the training of dance artists and dance educators which
obviously require the backing of both arts and educational
organisations. However. recent restructuring in higher education. and
the move towards a modular format in most institutions. makes this
an opportune time for the development of such work.
Finally. although some dance artists and educators might be
suspicious of the proposals. the concern is to engage them in work
with young people which has both artistic and educational integrtty
and which fosters a "good enough" active learning process for those
involved.
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Chapter 13
RecommendatloDs.
13.1 Introduction.
This Chapter presents recommendations both of a main and
subsidiary nature which could enable the dance artists in education
movement to mature and to do so alongsidethe implementation of the
National Currtculum. To date "goodpractice" is sporadic and seen to
be reliant upon those individual dance artists and dance educators
who have acquired some expertise in this area. As this is normally
founded on "trial and error" experiences any advances that have
occurred since the pilot projects of 1980 tend to be at a personal level
rather than as part of some form of consistent approach. In contrast.
the implementation of the National Curriculum makes it crucial that
dance artists in education practice is now seen to take place within a
coherent policystructure.
Prior to the presentation of the recommendations u is vital to state
that four baste premises underlie each one. although to varying
degrees.These are that dance artists in education programmes must:
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1) be located in the dance as art model!
2) be designed to focus on choreography. and/or performance
and/or appreciation and that this intent will determine the
content taught. and thus what young people might learn;
3) provide the potential for curriculum development through
complementing the National Curriculum guidelines for dance.
KSs 1-4. or the dance programmes followedin further and higher
education contexts,
4) engage participants in an in-depth learning experience through
an emphasis on choreography. and/or performance and/or
appreciation.
It is assumed that all long term projects should adhere to these four
axioms. particularly in secondary. further and higher education. and
that those of a shorter nature which have featured hitherto ought
gradually to cease to be funded. In the interim period anyone off
projects should endeavour to adhere to the first three principles while
aiming to provide participants with a worthwhile. if limited. learning
experience.
13.2 Presentation of Recommendations.
The recommendations are divided into three main areas which
deliberately lead from the macro to the micro level. Hence. PoUcy
ReCOmmendations at both a national and local level precede
Professional Area Recommendations so that Project Specific
Recommendations might be placed in the wider context of the dance
artists in education movement. There are 11 main recommendations
under the above three major headings. each of which is distinguished
by a letter in the alphabet:
A
B
C
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D
E
F
G
H
I
The Department for Education
The Arts Council of Great Britain
The Department For Education and the Arts Councll of
Great Britain
Funding
Professional
Artists and Educators - Roles and Responsibilities
Role of Regional Arts Boards
Role of Local Education Authority Advisers
Contexts
J Content
K New Project Frameworks.
Each recommendation follows a common fonnat: the recommendation
area is discussed; the recommendations are stated: and any
implications or implementation concerns are addressed.
PoDcy Recommendation' A-D focus on the formation of new policies
which enable dance artists in education projects to develop alongside.
and to become integrated Into. the dance provision outlined In
Physical Education in the National Curriculum (DES. 1992). When the
ACGB and the DFE become collaborative agents of change this could
provtde a mirror for RABs and LEAs as these in tum become the
Interpreters of national policy at local level. The effect that this should
have on funding is then addressed prior to constderatton of the
appointment of consultants for dance artists in education projects.
Profe •• lonal ArD RecommendatioN E-B relate to Professional Area
concerns. These focus on the training of dance artists and dance
educators in initial higher education programmes. and on further
professional development for those already established in particular
fields. A consideration of the responsibilities placed on dance artists
and dance educators precedes an emphasis on the roles of the RAB.
the LEAand their representatives.
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Project Specific Recommendations I-K concentrate on the
interpretation of Project Specific issues as parttculartsed for individual
local contexts. These are considered in the three phases common to
any project: pre planning. implementation and post-project contact. In
Particular. recommendation K integrates recommendations I-J into a
coherent package by presenting new project frameworks.
1S.S RecommendatioDs.
13.31 PoUcy Recommendation Areas A-D.
" The DeJHU1ment for EdUCAtioa.
Recommendatlons made in this area rest on the more realtsnc joint
ownership of dance artists in education projects. Much of the earlier
work undertaken in the research for this thesis anticipated some of
the outcomes of the PhYSicalEducation in the National Curriculum
(DES. 1992) document. In particular. the two fundamental premises
outlined in the introduction to this Chapter. t.e. the dance as art
model and the notion of "Partnerships" (DES. 1992. P Hl) are
congruent with guidelines set out in the National Curriculum. Indeed.
the inclusion of "Partnerships" provides a new impetus and
opportunity for educational engagement to have equal parity with
artistic needs. But it also places new responsibilities on dance
educators and empowers them to build project work into the overall
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dance programme of a particular context. It Is. therefore. crucial that
the specific contributions dance artists could make to projects are
identified and clearly articulated. Only then might they be interpreted
appropriately for primary. or secondary. or further. or higher
education contexts.
The following recommendations aim to redress the situation which
exists whereby the professional world dominates the dance artists in
education movement. Therefore. proposals advocate the importance of
"guidance" to the education profession from the OFE as the body With
ultimate responsibility for overseeing what actually takes place in
schools. or further. or higher education. It Is argued that when the
OFE accepts the prmciple that dance artists in education projects are
distinctive from. yet complement. the National Curriculum. planning
might proceed on a co-operative basis at .nattonal level.
ReCOmmeDdatiOD A .
A 1 The DFE should appraise its present position on the dance
artists in education movement and state clearly the nature
and extent of its contribution to future practice.
A 2 The DFE. or its equivalent. should promote. through the
National Curriculum Council. and interested professional
organisations such as NDTAand SCODHE. the educational
perspectives of dance artists in education practice. This
should enable the school. or further. or higher education
curriculum to become the starting point for project
programmes.
These recommendations can only be met by the OFE. This is the body
which has to deliberate and to identify how it is to support the
involvement of the profession in the dance artists in education
movement. A positive and pro-active lead in new developments Will
determine the growth (or otherwise) of "Partnerships" in dance
including the opening up of new avenues and fresh collaborative
ventures. However. for this to happen a number of pre-conditions will
need to be met. First. the DFE must clarify that "Partnerships" are a
required element of the new curriculum. Second. the role and
responsibilities placed on educators tn project design needs to be
defined. and explicit guidelines given for educational and artistic aims
to have equal parity. This might necessitate consideration of the
precise nature of the contribution that dance artists can make to KSs
1-4. to examination work In schools. and to dance programmes in
further and higher education contexts. To what extent these proposals
are implemented will be determined by the stance taken by the DFE
and the ACGB. and the effectiveness of proposals A. B and C. It is
projected that a five year programme of concentrated activity could
result in dance artists in education practice being accepted as an
integral part of dance programmes.
II The Art' CoUDell of Great BrItain.
The absence of a coherent approach makes it crucial for the ACGB to
reclaim from the RAB responsibility for the artistic development of
dance artists in education programmes. Recommendations in this
area are centred on the essential need for the ACGBto be seen at the
forefront of the debate. The formulation of a National Policy for the
professional dance world could underpin the artistic contribution of
dance artists to education projects. This might enable dance artists to
develop their contribution alongside emerging changes tn education
and to complement more effectively than hitherto the artistic
education in dance for young people.
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Recommendation B. 379
B 1 The ACGB should. alongside the DFE. review current
practice and redefine its own role and that of RABs in a
National Policyfor the dance artists in education movement.
This proposal is likelyto have significant implications.The lead taken
by the ACGB together with the evolvementof a NationalPolicyshould
encourage dance artists to approach education work With a concern
for both artistic and educational needs. Ultimately. this might result
in an exploration of new collaborative ways of working and to a
maturation of dance artists in education practice.
~ The Department For Educatlon IDd the Arts CoRDeD of Great
BrlteJp.
Whilethe thesis clearlyreveals that the DFEand the ACGa have quite
distinct roles. recommendations within this area emphasise the
essential need for them to collaborate and to weave their current
different ways of working into a coherent process. From the
arguments presented in 7.3. it Is concluded that education and
artistic polic1eshave to merge. Hence. a central requirement of these
recommendations Is that the ACGa and the DFEaccept the principles
of collaboration and joint ownership. assume equal leading positions.
and are at the forefrontofnational debate.
The followingrecommendations are based on the assumption that the
present ad hoc approach to dance artists In education practice is no
longer viable. Hence. proposals are on three levels. First. a focus is
placed on establishing a National body and a networking system.
Second. an emphasis is placed on the formation of regional groups to
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oversee the interpretation of National Policyat local level.Third. the
advent of the National Curriculum makes it crucial that clear
guidelines are givenfor features commonto all projects. These include
contracts. aims. planning procedures. monitoring and evaluation.
meeting structures and schedules. and familiarisation policies.When
followedin practice all three stages should ensure that the present ad
hoc attitude to projects is replacedby a more systematic approach.
Recommendation C.
C 1 The DFE and the ACGBshould collaboratively fund. plan.
promote and evaluate a four-tiered network of support
structures through the establishment of:
C 1.1 enNCDAEwhich is responsible for:
C 1.2 commissioning a "neutral" dance specialist
consultant to research and to overview dance
artists in education practice at Nationallevel;
C 1.3 financing and promoting research through the»
establishment of a "monitoring/study group,
C 1.4 setting up a rolling programme of National
Conferences with such National bodies as NDTA
andSCODHEj
C 1.5 establishing a register of dance artists in education
consultants.
C 2 The NCDAEshould produce clear guidelines to ensure that a
LCMGis set up at regional and local level to plan and to
oversee alI majorprojects.This should be responsible for:
C 2.1 encouraging equal representation of artistic and
educational interests. appointing a neutral
consultant to specific projects. and factlttatmg
procedures forgoodpractlcej
C 2.2 setting up newmeetingpatterns.
C 3 At project specific level the NCDAEshould provide clear
guidelines to ensure that:
C3.1 formal contracts become an accepted part of
commonpractice;
C3.2
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the aims and objectives of a project have choreo-
graphy or performance or appreciation as their
main and subsidiary focus;
C3.3 appropriate monitoring and evaluation procedures
are planned and implemented;
C3.4 a familiarisation period is built tnto all major
projects of any length;
C3.5 post-project contact becomes an integral part of all
projects of any length.
Funding from the ACGB and the DFE is essential if the above
recommendations are to be met. The formation of the NCDAE is
Particularly important as this would be the body which forms and
oversees the tmplementation of National Policy through
recommendations C 1.2 and C 1.3. Indeed. the role of consultant
could become crucial in the identification of new models and how
these might inform future practice. The networking systemsfactlttated
by C 1.4 and C 1.5 are also slgniftcant as they render a framework for
consultation between educators and artists. They also provide a
support service for the dissemination of the new collaborative national
artistic and educational policies.
The setting up of LCMOsis likely to have Implications on the design
and practical interpretation of projects. The anticipated pairing
system should enable all parties concerned to be equally served. and
faciUtate collaboration with others from outside agencies who have
experience of dance artists in education practice. While RAB officers
and LEA advisers currently undertake this task. the demise of the
advisory service may result in alternative personnel having to be
targeted. Hence. the system of networking identlfted in C 1.4 and the
"register" referred to in C 1.5 are essential elements of this proposal.
Re-designed meeting and planning schedules could allow for a
concentrated focus on project design at phased Intervals. However.
while these proposals could help to resolve many project design and
implementation concerns they will not be effective unless the
personnel involved have an understanding of dance artists in
education practice.
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Recommendatlon C 1.3 has a number of implications for individual
projects. Acceptance of the principle of contracts by the NCDAEhas
serious implications on the way artists and educators negotiate, on
the decisions that are made, and on how these are formalised.
Proposals for aims rest on the assumptlon that educatlonal and
artistic aims must have equal parity. and that the special contribution
that dance artists can make to education stems from their
professional uniqueness. However. aims will only be successfully
implemented when learning objectives are stated unambiguously and
agreed. As argued in 11.3 limitation of project parameters to a focus
on either choreography. or performance or appreciation might enable
main and subsidiary aims to be more easily identlfted. Short term
learning objectives could then complement the overall dance
programme of a particular context.
Equally important. more structured monitoring and evaluation
procedures than hitherto should enable project partners to be more
objective and analytical in their reporting of projects. Similarly.
acceptance of the fundamental premise of "familiarisation" time has
implications for the separation of the principle involved from financial
and planning implications. Alternative strategies could then be
explored 10 relation to new project models such as those outlined in
Chapter 11. Therefore. it is crucial that any financial and
organisationaltmpl1cations are addressed by the NCDAE.the ACGB.
the DFE. dance artists. dance educators and local agencies.
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The proposal for planning post-project contact into aims and
objectives. and building a reassessment period into the project
proceedings is also stgntflcant, This could lead to both parties
0',",
respecting and following through proposals more realistic than
II
hitherto. However. several pre-conditions are vital. Recommendations
about contracts (C 3.1). aims and objectives (C 3.2). and new project
frameworks (K) would need to be securely in place. The
"Monitoring/Study Research" group might also be commissioned by
the NCDAEto explore and to design alternative models of post-project
contact suitable for different types of programmes.
Overall. it is anticipated that documentation from the NCOAEwould
guide all Professional Area and Project Spectftc Recommendations.
The question of funding is fundamental to the future of the dance
artists in education movement. While present procedures restrict the
design of projects. changing contexts within both the education and
artistic worlds are likely to result in even more complex financial
pressures and funding patterns. The new National Policy proposals
have financial and orgamsattonal tmpltcattons for the ACGB. the OFE.
RABs and LEAs. However. any additional new expenditure must be
considered in relation to the concept of accountability now demanded
of dance artists and dance e.~Il4cc..tol'S when entering into partnership
agreements.
Recommendation D.
OlIn the light of recommendations A--C the ACGB. the DFE
and the NCDAEneed to review present funding strategies
and establish a high funding profile for dance artists in
education projects which could be adapted from national. to
regional and to local levels. The possibility of access to
money from the National Foundation for Sports and Arts and
the National Lottery should be explored.
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If the ACGBand DFE fund the NCDAEand its constituent networking
system, this could help to raise the profile of dance artists in
education practice. In tum this might encourage regional and local
agencies to find matching funding. and provide the impetus for
schools to join together in a consortium.
13.32 Professional Recommendation Areas E-B .
& Professional •
All recommendations in this area relate to professional expertise and
thus to how dance artists and dance educators could be prepared to
become proficient planners and participants in projects. While
disputes generally centre on the teaching ability of dance artists, or on
the dance knowledge/experience of the dance educator. at present the
concept of accountability is hardly addressed.
Recommendatlon E.
E 1 The ACGB and the DFE. through the NCDAE, should
promote the provision of training opportunities for dance
artists in education practice. Three tiers of training are
recommended:
E 1.1 385"beginner" competence courses during Initial
training leading to an NCVg qualification for dance
artists or as a module in initial teacher training
courses.
E 1.2
(Jrac.tl~
a Diploma in Dance Artists in Education" which Is
open to dance artists, dance educators and
company education officers working in the field.
courses organised by LEA advisers in line With
recommendation H 1.1.
E 1.3
The radical proposal that training must become, in the long term, a
pre-requisite for dance artists in education practice is highly
provocative. While the concept of training must be accepted in
principle additional financial pressures would be Incurred by the
ACGB, the DFE and training providers within both the artistic and
education worlds. However, it is crucial that these bodies find an
appropriate level of funding, and accept that it is financially expedient
to ensure that resources are used more effectively and qualitatively
than they are at present.
As time and funding implications w1ll delay those recommendations of
a more controversial nature they are placed here in order of priority.
The following plan of action Is recommended:
1. the ACGBand the DFE issue a statement which clearly tdentlftes
the crucial importance of training for those from the artistic and
educational worlds who Wish to involve themselves in dance
artists in education practice.
2. LEA advisers, or their equivalent, and RAB officers plan and
implement in-service work at a local level in line with
recommendations made in H 1.1.
3. a) Higher education contexts incorporate modules of study
focused on dance artists in education practice for trainee
artists and educators.
b) 386The DFE and the ACGB invite higher education
institutions to design and run a "Diploma in Dance
(IrQ. c;.n et.
Artists in EducauoI)." for artists and educators already
experienced in the field.
F ArtIsts and Eclucaton - Role' and Re.gonllbWtle. .
Recommendations in this area focus on the roles that dance artists
and educators are expected to undertake in projects and the
responsibilities these engender. Arguments in Chapter 10 conclude
that the territories In which dance artists and dance educators
operate. together with their expertise. determines the roles assumed.
The proposal for new project frameworks In Chapter 11 anticipates a
redefinition of current roles to those of a primary and secondary
nature based on either choreography. or performance or appreciation.
This should clarify the main functions expected of dance artists within
a particular project.
Recommendation F.
F 1 Dance artists and dance educators should reappraise the
various roles and responsibilities that operate for both
parties at project level and explore new collaborative ways of
working which ut1l1setheir particular expertise.
Dance artists are more likely to adopt reciprocal and/or
complementary roles when the ACGBaccepts the prtnciples on which
new project frameworks are founded and encourages dance artists to
plan and to proceed on this co-operative base. Similarly. education
institutions are more likely to give priority to the role of project co-
ordinator during the pre, implementation and post-project periods
when the new meeting strategies referred to in 10.3 are implemented.
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g Role of Reatonal Artl Board',
Proposals within this area focus on the part played by the RABs in the
initiation and support of dance artists in education projects so that
they might take on increased responsibility for this area of work.
While the recommendations are contrary to present practice they
would enable RABs to improve the quality of their contribution to the
wider debate and to spectftc project design.
Recommendation 0,
G 1 The composition of RAB officers and their remit should be
reviewed and RABs encouraged to appoint dance specific
officers who could promote the growth of qualitative dance
artists in education practice within their geographical area.
G 1.1 RABs should consider appointing consultants from
the dance education world to inform officers of
national developments and to brief them on the
educational needs within the region.
While these recommendations are likely to have financial implications
for RABs these must be considered in relation to the concept of
"Partnerships" advocated within the National Curriculum. Liaison
with specialist dance educators could also enhance the contribution of
RAB officers. In particular, dialogue about future projects could take
place from an informed base, and with concern for both artistic and
educational needs. This might enable RAB officers to seek more
appropriate levels of funding than presently occurs for the
development of good dance artists in education practice.
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Although the future of the LEAadvisory service is questlonable the
recommendatlons within this area centre on the role of the PE/Dance
adviser or their alternative replacements. While debate in 10.3
highlights the crucial need for advisers to take on more responsibility
for projects. this is only likely to happen when they take advantage of
in-service developments. This is crucial if they are to adapt the
NCDAEnetworking system to local level. to engage more fully In the
wider debate. and to curtail the use of the dance artist as a
replacement adviser.
Recommendation B.
H LEAadvisers should review their present practice In line with
the new National Policy recommendation. C. actively
participate In the networking process outlined In C 1.5. and
take on added responslbUity for the development of dance
artists In education projects within their given area.
H 1.1 LEAadvisers should work with the RAB and other
agencies (such as the Sports Council) to ensure
that local and regional financial resources are used
effectively. Collaboratlon between the LEA adviser
and the RAB dance officer could result in the
development of a five year roiling programme of In-
service courses for dance educators within the
region. (Possible strategies for different types of
training are outlined In 10.3.)
The above recommendatlons could encourage advisers to be more pro-
active in dance artists In education projects. Collaboration with other
local agencies could only be to the advantage of the growth of dance In
the area. The provision of regional or local in-service courses at
different levels (see 10.3) might provide a logical pathway which
teachers could move through to gain further understanding and
experience of dance artists in education practice. As discussed In 10.3
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the spectaltst dance educator could be used as an interpreter of
professional practice and as the facilitator of curriculum development.
13.33 Project Speclflc Recommendation Areas 1-8: •
Recommendations I-K focus on what actually takes place during the
three phases of a project (pre-planning. the project itself and post
project) and allow for the resolution of wider issues debated
throughout this thesis. All three recommendations are based on the
fundamental foundations outlined at the beginning of this Chapter
and reiterated in recommendations A-H. These provide the necessary
concepts and frameworks on which all future dance artists in
education projects should be based. The following recommendations
are intended to clarify precisely how common principles and policies
might be addressed in specific projects.
I Conterts.
Recommendations A--Dpave the way for new policies to inform future
dance artists in education practice. Proposals for training in E-H
provide the knowledge base and skills which could underpin what
actually takes place together with the support expected from RABand
LEApersonnel. These ought to result in projects which are planned
and carried through more effectivelythan hitherto. However. how far
projects are successful is also determined by the contexts in which
they take place.
Recommendation I.
I The NCDAEshould publish guidelines which clarify that in
general long term projects are only likely be placed and
funded In education contexts In which there Is a
commitment to dance artists in education programmes and a
dance as art tradition.
1.1 The DFE should clarify, through HMI and LEA
advisers (or their equivalents), the responsibility
that headteachers (or their counterparts) and the
project co-ordinator bear for ensuring that the
education component of a contract is honoured.
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Commitment to dance artists in education programmes is a vital pre-
requisite to the placement of projects. The new dimension added by
the National Curriculum together with the Implementation of
contracts places more responsibility on headteachers and dance
educators than hitherto. Therefore, one of the conditions of a project
Qt\
could be that a headteacher (or ,- '. equivalent) and experienced
1\
dance educator are able to guarantee support from the education
context. A stress also needs to be placed on the project co-ordinator
keeping the headteacher (or . equivalent) fully informed of what
takes place throughout the planning, monitoring and evaluation
stages of any project. This might enable the dance educator to
articulate and to resolve the local concerns which arise in relation to
National Policy.
The above recommendations will obviously restrict the contexts in
which long term projects take place. However, RABofficers and LEA
advisers could, through the use of consultants (see recommendations
C 1.2 and C 1.5), support others who show an interest in developing a
COmmitmentto dance artists in education programmes.
J Content.
The recommendations made In this area are to do with what Is
actually taught In dance artists in education projects. This,
391surprisingly. is shown in this thesis to be an area of contention. Many
of the "territorial disputes" between dance artists and dance educators
emerge because of the material focused on. Yet such debate could
become null and void when what is brought by the dance artist. t.e.
the repertoire, is balanced with the education expertise of the dance
educator.
Recommendations in the area of content rest particularly on one of
the fundamental premises articulated at the beginning of this chapter.
i.e. that dance artists in education projects must be based in contexts
which practice the dance as art model. Hence. it is axiomatic that
choice of content must stem from choreography. or performance. or
appreciation and their inter- relationship. In particular. the National
Curriculum makes it crucial that decisions about content are
appropriate for the needs of young people (as laid down in KSs 1-4. or
examination syllabi or higher education programmes) and thus
relevant to the overall dance programme of a spec1flccontext. Indeed.
the maturing of future work is likely to be partially dependent on
content being precisely defined in relation to the conceptual basis of
dance and on this being separated from pedagogy. Moreover.
acceptance that content could derive from repertoire provides the
potential for curriculum development.
RecommendatlOD J.
J. The NCDAE should encourage dance artists and dance
educators to define content in choreographic. or performance
or appreciation terms. and where possible to place an
emphasis on the use of repertoire as a bases for all project
activities.
J 1.1 The NCDAEshould provide clear guidelines which
state that dance educators should build. as an
integral feature of curriculum development. dance
artists in education programmes into the overall
dance programme in an education context.
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The acceptance of the premise that dance artists in education
programmes must be located in the dance as art model has
implications for the content focused on and how this Is taught. It, too,
has repercussions for the design of projects. In particular, project
planning should ensure that more young people than previously are
Involved In an in-depth experience, While projects should take a
choreographic, or performance, or appreciation focus. what takes
place could be further enhanced if repertoire became the focal point
for all project activities. Equally crucial, steps need to be taken to
ensure that appreciation aspects are articulated clearly in all projects.
The above recommendations are integrated into the new models
proposed in Chapter 11. WhUethese each take a different focus they
should all engage young people in an experience which increases their
knowledge of dance and widens their hortzons. Moreover, whUe each
new project focuses on a particular aspect the distinctive yet
interrelated nature of technique/Interpretation, choreography and
appreciation is respected.
K New ProJect FnmewOrkl.
This recommendation Is based on the fundamental foundations
articulated in Chapter 11, and in particular on the premise that the
trt-partite dance as art model Is the key stone on which the new
project frameworks are based. "New" is used deliberately to
dtstlngutsh these models from the non-coherent frameworks evtdent in
Chapter 7. The guiding prtnctple underlying each new model is that
choreography or performance or appreciation could become the main
393focal point for project design with the other two in a subsidiary
.interdependent role. Quite deliberately the anticipated projects are
capable also of adaptation by a range of companies and to a variety of
local contexts.
The proposed integrated approach for the new models is built on the
premise that project work is an essential feature of curriculum
development. Hence. it is vital that project designers comply with the
demands of specific KSs within the National Curriculum and the
overall dance programme of a school (or further. or higher education)
context. In the long term. the recommended frameworks might
become an established feature of a rolling programme of dance artists
in education projects as outlined in 10.2. This would give added
importance to dance artists in education programmes.
Recommepdation R.
K New project frameworks should cohere around one central
activity and lead to a presentation of work at the conclusion
of a project. This would allow aspects of choreography.
performance and appreciation to contribute towards a
coherent dance experience.
Since this recommendation departs radically from current practice a
strategy for implementation must be devised. First. the ACGBand the
DFE together with the NCDAEshould fund. plan. carry out. monitor.
evaluate and publish reports on a number of pilot projects which take
as their main focus either choreography. or performance or
appreciation. Findings then need to be disseminated through the
NCDAEto the rolling programme of dance conferences and through
the LEAadvisers to local in-service courses. Second. project designers
are required to take a new approach to technique which emphasises
the reciprocal demands of physical skill with choreographic and
I
performance features. Third. dance artists and dance educators
should redefine their strengths and explore new collaborative ways of
working which utilise their expertise. Fourth. the NCDAE must
establish new criteria for funding.
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13.4 Summary.
The above recommendations. both separately and as a body. are
intended to' be facilitators for the future development of dance artists
in education practice. Theyare proposed in the hope that they might
help to remedy current concerns. While each one addresses Issues
which arise throughout the thesis collectively they are intended to
provide an Impetus for new practice. Each recommendation. together
with sub-recommendations could fonn an early agenda for the ACGB
and the DFE. While the detail provided might prove helpful. the
recommendations are also flexible enough to allow the appropriate
bodies to place their own interpretation on them. However. overall.
whether the recommendations are followed as presented here. or
adapted by the ACGBand the DFE. the support of both these bodies
is vital to their success. It Is anticipated that If the ACGBand the DFE
collaborate and support these recommendations In principle. they
could be Inplace by the late 1990s.
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Conclusion.
The study has investigated the nature of the dance artists in
education movement and clarified current policy and practice.
Observations throughout have gone some way towards informing
future developments in the area. and have led progressively to
recommendations which represent the conclusion. Overall. It has been
anticipated that the study could enrich future "PartnerShips"
between the artistic and educational worlds.
The in-depth insight that the case study gave into dance artists in
education practice has been added to and substantiated from 1985 by
other project experiences and literature in the area. 1111swas done to
update the research and to see how the ideas from the residency were
followed through and interpreted in more recent practice. In
particular. the implementation of the Physical Education in the
National Curriculum (DES. 1992) document has had a signitlcant
effect on the debate in Part 4 of the thesis.
Overview of the research.
The thesis has clartfted and extended knowledge in the research topic
in the followingways. Part 1 revealed how the development of dance in
education (Chapter 1) affected the growtng relationship with dance in
the theatre (Chapter 2). In particular. it disclosed that the artistic
world has dominated the dance artists in education movement since
the initiation of the ACGB's pilot projects in 1980 (Chapter 2). Debate
also clarified that projects have remained. in general. isolated
ventures. Thus issues which recurred at a micro level have not been
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resolved. These require confronting on a macro level now that
"Partnerships" in dance are written into the PhysicalEducation in the
NationalCUrriculum(DES.1992,pHI) document.
In Part 2, an overviewof EDTand CSHMestablished the background
from which both partners approached the residency. including their
previous experience in dance artists in education projects (see
Chapter 3). Discussion of the case-study explained what took place
during the differentphases of the residency and provided the context
from which the discussion of results stemmed (see Chapter 4).
Reflections on the research methodology revealed a number of
Significantissues. First. the researcher's background allowed critical
inside knowledge of. and a certain degree of familiarity with. the
research area. This was instrumental in gaining access to. and co-
operation from. the company in the case study phase. Second. the
multi-layered approach taken to the field work yielded valuable
information. Most marked was the facility that video recordings.
observation records and interviewsprovided for in-depth scrutiny of
the case study. In particular. the methodologies .. ,.. ..-.•' employed
faCilitated constant access. comparison. and cross-referencing of
material after the event. Subsequently. when observationswere drawn
together. the identlfted issues went beyond any research to date In
dance artists in education practice.
Parts 1 and 2 together provided the foundation for the discussion of
topics which recurred throughout the dance artists in education
movement. This enabled seemingly disparate concerns to be
consolidated into a more coherent frameworkthan hitherto. Thus. in
Part 3 the data from the field work informed and extended
investigation of the topics embedded in Part 1. From the outset it was
anticipated that in-depth analysis of a single case-study could
promote an understanding of the patterns which emerged in literature
and other situations. Discussion in Chapter 6 exposed that the gap
between the artistic and educational worlds became manifest In the
planning, Implementation and post-project phases. in how these were
mOnitored and evaluated (6.2), and in the structures followed (6.3).
c,I\J
Significantly. the nature of content (6.4" 6.5) was separated from the
recurring technique (6.6) and teaching (6.7) debates. Examination of
the roles of dance artists, dance educators and students highlighted
the need for these to be- re.--o.clclre~le.cl.
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Chapters 7, 8 and 9 explored the above issues in more depth in
relation to the interface that has taken place between dance artists
and dance educators. Exploration of topics in Chapter 7 opened up
some of the underlying causes which have prevented the maturation
of the dance artists in education movement (7.2), and exposed the
need for a more formalised structure for projects (7.3-7.9). Chapter 8
affirmed the importance of the contexts in which projects have taken
place (8.2), stressed the crucial need forparticipants to have more in-
depth contact with dance artists (8.3), and revealed tensions related to
curriculum content (8.4-8.6), Chapter 9, concluded that the roles
assumed by dance artists, dance educators and participants needed
to be rethought. Overall, discussion in Part 3 enabled a framework to
emerge on which future considerations could be built.
In Part 4 a policy for dance artists in education practice was shaped
from the macro to the micro level (Chapter 10). Interpretations of
principles for good practice were interwoven with a concern for long-
term curriculum development and, therefore, with dance in the
National Curriculum (10.4-10.7).
In Chapter 11, a theoretical foundation for projects based on dance as
art (11.3-11.6) was applied to an extension of the in-depth experience
(11.7). New models, set within the parameters of choreography,
performance and appreciation were proposed (11.8). These placed an
emphasis on the value of equal responsibility in "Partnerships" of
dance artists and dance educators. While the proposed models were
based on dance artists working in modern dance. they could be
adapted to a range of genres and to local circumstances.
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The training of dance artists and dance educators is crucial to future
work in this area. The need for in-service training for dance educators
already in the field was discussed in Chapter 12. This was followed by
an innovative proposal which suggested a new NVQcourse based on
dance artists in education practice. designed for dance artists during
their initial training. This chapter also presented an original course
outline for a "Diploma for Dance Artists in Education Pracnce'j such a
course could function either as post-graduate study for experienced
dance educators and dance artists. or as a module in undergraduate
courses.
Finally. policy. professional and project-speciftc recommendations to
guide future "Partnerships" were presented in Chapter 13. ranging
from the general to the more speciftc "grass roots" level. It was antici-
pated that these could enhance dance artists in education practice as
envisaged within "Partnerships" in the National Curriculum.
For the future ...
It has been an explicit aspiration C?fthe author that the project
findings would be used to contribute to wider debate and thereby
inform policy and decision-making. Therefore. it is hoped especially
that the recommendations presented in Chapter 13 will stimulate
debate and action from the ACGBand DFE.
The present climate of accountability in education. together with LMS.
the possible demise of the LEAservice. and the redefinition of roles for
HMI could result in uncertainty about the direction of the dance
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artists in education movement. The author recommends. therefore.
that to safeguard the future of the movement the two main policy-
making agencies. the DFEand the ACGB.take Joint action to ensure
that dance artists in education practice complements and extends
dance within the National Curriculum. Towards this aim.
recommendations from this research could have particular value; in
particular. the setting up of the NCDAE(recommendation C 1.1) and
the provisionof training (recommendationE 1.1 and 1.2),
Other outcomes from the study include the contribution the findings
might make to dance research. In particular, the strategy of
combining video-recordings, techniques and tools developed for
recording observations. and Interviewtechniques (Chapter 5) could be
appUedto other research situations. The combinedmethod provideda
wealth of accessible material. and made constant cross-referencing
possible. Significantly. it also brought to light, for example. the
relationship between teaching-content and methodology, in ways
which might not otherwise have been revealed.
The study could also serve as a springboard for further research by
the author. Not all the data generated in the fieldwork phase har
been cited or drawn on, and many more issues have been raised than
could be considered within the parameters of this thesis. There ;s
further data on technique and repertoire which could contribute to
further work towards greater understanding of these aspects of dance.
The author hopes that the focus here on repertoire could lead other
researchers into further work on appreciation of liveperformance and
video-recorded masterworks as a means of resource-based teaching.
It is also hoped that the study will encourage others into a more
speciftcexamination of the contribution that dance artists might make
to speciftcKSs.
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If recommendations presented in this study were to be acted upon.
then a crucial area for future research would lie in monitoring and
evaluating the policy. planning and Interpretation of projects which
derive from their Implementation.
Implementation of the recommendations would lead to the under-
standing of dance artists in education practice becoming more
sophiSticated. Policy-makers would be better informed than hitherto.
dance artists and dance educators could enter projects from a sound
knowledge-base. and the relationship between the artistic and
educational worlds would mature.
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APPENDIX2:
QUESTIONNAIRE EXAMPLES
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AC/BL!:/ll." .as.
DANCE: .utTISTS IN HICHD EtlUCAT:C~1 RESIDENCY
E:XTEKPOR1.JI.Y ~ANC.Z ':'l!!A'l'RE A.lO c:tELSEA SCHOOL OF !!tlMAN ~. 3RICIITON POLYTECHNIC
Q!J!S!IONNAIRE 1
Pl .... plac. • ~ick in the IPPropl'UU box•• and/or an_r qu •• ~ion. in tit.
9iveft _pIC••
Youran_. &nI COftf1cS.a~l.
If yOIlha". aay additUm&l c~u Oft the fo:rthComiDq r •• idency, pl .... Wl'1~.
th_ It:" Ch. end of the qu •• t:iOllDaUI.
1. Ha". yOIlneam of Ex~azy DaDe. 'ftl.. u. prior to the
be9~iAq of thi. Un?
Y.. NO
YI' No
2. Ha". yOIl .een Extupor&ry' DaDe. 'ftl.. u. p.rfonal
If ye., __ the follov1Dq qu.SC1Ofta, if no. 90 to
gu.UOft 3.
2.1 Bow often ha". you .een the COIIIPUY perfona? §1 - ]MOn than ]
If 1101'1 thaA l, .taU how IIIUY ~1me. you ha".
.. en Ch_ perfOEID.
2.2 Bow 1I&Ily "of th ••• wen eolleqe Ul'aftCJecS vi.1ta? 0
Y•• No
2.3 Ha". you _ the CGIIIIIIftY perfOElDother than on a
coll.qe arranqed vi.1t?
2.4 If yOIlha". __ th_ dUle. on other occa.1Oft., wher. did
yw ... th_ dUlc.?
I. paR of •• ch_
2.5 D1eSyou 90 to ••• th_ daDel'
with scnool
with parent:.
any oth.r WIY
3. If you Call. fUl in the _. of the follov1.nql
430
3.3 Caa YOIIfU! 1n tJw _. of uay~. of tU
c:a.puay vbo an qoiDlf to _ 1.n ~.Ud8Dc.l
3.4 _ dulcu/taaal_ vbo ipeOU1I:aUy doe. EdIIcaUOllaJ.
LS.at_/t:MCbtn" ~ f= the CGiIIPU'Y
4. An YOIIawn that uay pn·plamUAq f= the n81d8Dc:y
baa t:aJt_ plac.,
4.1 Do YOII IcDow of UIY ~ of lUff vbo an to .,.
!Mol". 1n the ~•• ~,
4.2 U ye.. .eate _ uul zol ••
S. 'l'he ~•• 1dancy wUl 1Awl_ IIIUYdaDee aCUv1U •• UI4 it: may not:
- po•• i.ble fo~ all .t:adanu to put:1C1pate in all ac:t:1v1t:1•••
T1c& tho ••• CUv1t:1 •• you wauld 1IO.t: 11k. to be inwlVICI iAl
oItauY1DIJ due. clal...
puUC1p&UD, iA tectm1c&l _k
p&n1c1p&t:1nq iA cnat:1_ ~
p&ft1c1p&t1Aq iA ~epen=y ~
HlecU __ tch_ of v:Ld80tape •.
•• lec1:1_ w.tch_ of daDe. UUlt •• t: _k
d1Icu •• 1onI v1th UUlU
obHnaC:i.oa of llC1:an daaaauat:1on.
ob.er".t:ioIl of cOllPlDY pufOZIIUC ••
ob •• n.t:1on of ~t: r •• ~h
oth.~ •••• pl ••••• tate.
'l.. Mo
I I
431
3.
6. USing a 5-po1nt scale where 5 1n~icat.s great agreement an~ 1 in~icat.s
great ~1..areement. ~~~1cat. the rolets) y~' ~ons1~.r tc b. tmportant
for ~~. dance art1sts in this r.sidency s1tuat1on
al as perfo~ §bl a choreqoraphercl a teacher
41 AllY other ••• pl.... stat.1
7. Do you th1Dk that the residency will have implicauons
for the danc. curriculwa a. a whole in C.S.a.H.?
7.1 Do you th1Dk that the r••1du1:y v111 hav. other outcome.
which lIIiqhtb. UIFOrtaftt to you at this .taq. a••• EIl.
stu4eDts tra1I1iAq to taCh duIc. w1th1A • P.E. cCllltut?
Y.. No
7.2 If y... state what you th1Dk the.. outc_. miqht b. •••
7.3 What impact do you t.h1JIk that the re.icSency wUl have OIl you a.
aft 1ncl1vidual 1Rtispec:t1v. of you&' ua1AiAql Pl.... state I
Y.. No
I
8.
rs.. over]
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4.
8.1 If Y'" n.. the COIIpU1 .... en
Addi.t:l.onal _U:
'nIank YOII for cOllpJ..t:l.nq th1. que.t:l.CIM&1n.
Pl•••• nand in to the C.S.H.M. School Office bv 3 ~.m. en Friday 25th :.nllarv 1985
BRIGHTON POLYTECHNIC
CHELSEA SCHOOL OF HUMAN MOVEMENT
Dance Artists in Higher Education Residencv
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IIC/FE? /2 3. 1. 85
Extem~orary Dance Theatre and Chelsea School of Human Movement. Brighton Polv.
QUESTIONNAIRE 2
Pleas. plac. a tick in the appropriate box.s and/or answ.r quastions in the
qiven space.
Your answ.rs are confid.ntial.
If you have any additional cOlllll.ntson 1:."1. residency, pl .... write t:hEl at
the end of the qu.stionna~r •.
1. Indicate your vie"s in teEIU of aqree/disaqree
on the followinq statalllents.
1.1 The residency is lD&lc:inqdance IIIOra widely
aVailable to a.Ed. students at C.S.H.M.
1.2 The residency is qeneratinq intenst in
dance amgnqst a.Ed. students at C.S.8.M.
1.3 The residency is not qen.ratinq ne" ide..
in dance
1.4 One of the ailU of the residency is to
improve dance knowledqe qenerally in C.S.8.M.
1.5 The residency il havinq no effect on my
uuderstanc1inq and knowl.dqe of dance
2. Indicate your vie"s in terms of aqree/disaqree
on the followinq statements.
2.1 The residency il not benefitinq students
takinq pan
2.2 The residency il benefitinq the dance artists
takinq pan
2.3 The residency il not benefitinq dane. tutors
at C.S.H.M.
2.4 Th. residency is .qually benefiting students.
dance tutors and dance artists
2.5 The residency. is facilitatinq a constrUctive
exchange of ide.. b.tw ••n:
stud.nts and dance artists
dance I:utors and dance artists
students. dance I:utors & dance artists
c
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3. !ndicate your views 1n ~erms of agree/disagree
on ~~e follow1ng statements.
3.1 Dance artists and dance tutor. are in
agreement concerning methods of teaching
3.2 Dane. artists are not adapting their way of
t.aching to suit the n••da of the student
group. that you have work.d with.
Pl.... state stud.nt group. that you have
worked "i th and name the dane. artists thae
have taught th••e groups.
3.3 Dance artists and dance tutor. are in
agre.m.nt ccnc.rning the choice of contentl
dance maeerial that the dance artists are
uaing with students during the r.sidency
3.4 Dane. arti.ts hav. not adapted th•.dane.
III&terialto suit the n..ds of the .tudent
qroups that I hav. work.d with
4. Indicate your vi.ws in t.rms of agr••/disagre.
OIlthe follOWing stat_nts.
4.1 'ni. dance artist is not being used predomin-
antly as a teacher
4.2 'ni. dance artist is not being us.d predClllin-
anely .. an artise
4.3 The dance artist is b.in9 used pr.dominantly
u a resource
S. Indicat. your view. in terms of agree/disagre.
en the following stau_nu.
5.1 The residency could influence dane. curriculum
pl~ng in C.S.H.M.
5.2 Th. re.idency will not influence what you teach
in schools
5.3 Th. re.idency could lead to curriculum
iMovation in dance in schools
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Indica~e your views ~n ~erms of agree/disagree
on the follow~ng scacemencs.
3.1 Dance artisl:. and dance I:Ul:Orsare in
aqreemene concerning meChods of l:aaChing
3.2 Dance areists are noc adapl:ing their way of
t.aChing to suit Che ne.ds of Ch. studenc
groups thac you have worked wi!:h.
Ple..e state studenl: groups thaI:you have
worked wi Ch and name Che dance areisu Chac
have caught the.e group••
3.3 Danc. artisu and dance I:uter. are in
agr.emenl: conc.rning Ch. choic. of con~nt/
dance mal:erial !:hal:the dance artists are
Uling w1!:h studenu during the residency
3.4 Dance &rI:U ts have not adaptsd !:he.dance
lIIa~rial to sul.t the n_da of the .tua.nl:
groups !:hat I have worked with
4. Indica~ your view. in t.rms of agr.e/disagr ••
011 the followinC; sUI:_nu.
4.1 'Ib. dance utisl: is nOI:b.ing used pr.domin-
an1:ly as A teacher
4.2 'Ib. dance areist is nOI:beinc; used pndOlllin-
Anl:ly as an artisl:
4.3 Th. danc. Areisl: loS being used pr.dominanl:ly
AS a resource
S. Indical:e your views in terms of &c;ree/disac;r.e
on the following seata_nu.
5.1 Th. residency could influence danc. curriculUlll
pl&nn1ng in C.S.H.M.
5.2 Th. r••idency will nOI: influence what you I:each
in schools
5.3 The residency could lead to curriculum
innovation in dance in schools
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6. ~ the mos~ appropr~a~e box for the
follow~ng qu.s~ons.
6.1 lb. lev.l of planning for the resid.ncy was:
(al noe enough
(!:II adequae.
(c) too carefully plann.d
(d) too rigid to allow it to develop
.n rout.
6.2 Discussion with stud.nts and danc. tueors
4boue the r.s~dency has b•• n
(al too much
(b) not enouqh
(c) adequau.
6.3 A residency of 4 w••ks is
(a) an appropriate l.nqth in r.lation
to the degree c:oun.
(b) too long in r.lation to the d.gr••
c:oun.
(c) too short in relation to the degr••
c:oun.
If you th1nk that the four w••k p.riod is
e1th.r too long or too short, pl.... give
your id••l length:
§
o
o
o
Pl.... indicate any oth.r cODIII.ntson the resid.ncy that might b.
us.ful for future planning: (continu. ov.rleaf if n.c••saryl
Thank you for completing this qu.stionnaire. Pl.... hand into C.S.H.M.
Office by 10.00 a.m. on 4 February, 1985.
23 January, 1985. Anne Cole
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hC/FEP/13.2.35
Ex~emgorarv Dance Thea~re and Chelsea School of Human Movemen~.
ar~ah~on Poly~echnic
Quest:ioM&ire 5
Pl.a•• plac. a tick in the appro~r1aee box•• ana/or answ.r qu.seions in
tn. q~ven space.
Your an.w.rs are confiden~ial.
If you have any acid.1tionalcommlnt.son the residency. ~lea.e wriee them ae
tne end of the questionnairs.
PREPMATIOU FOR 'I'Hl!: RESIDENCY
1. Indicaee your views in carma ot aqre./di.aqre.
on the followinq sueemenu:
1.1 Previous experience in residency work
by eh. company w.. noe nece.sary.
1.2 Prior eo the resiaency dane. eueora prepared
studenu for eh. work of the dane. artists.
1.3 Prior eo eh. re.iaency dance areises were
~.ware of the dance work already beinq
~d.rtaken in C.S.S.M.
2. To whae exeene do you aqree/disaqree thae
eh. paeeem ot dialogue and familiarisation
t.haeeook plac. b.ew••n dane. artists and
dance eueors led to a residency de.iqn.d
to suit:
2.1 Th. needs of the a.Ed. students concerned.
Pl.... state year and qroup _
Pl.a•• stat. if in cor. qroup A or S
2.2 Th. ne.ds of dance tueors ae C.S.H.M.
8....
c:....
Cl.o
>0"....
ell"coo
011........
(JIg
>0
01c QIo II.. ..
.. 0'
llIei
DOD DO
DDDOC
DDDD[J
DDDDD
DDDDC
RESIDENCY .;crrvIT:::ES
3. !ndica~e your view. ~n terms 0: agree/disagree
on ~e following s~a~emen~s:
3.1 Continu~ty is no~ impor~an~ between ~e work
under~aken in a re.idency by a dance ar~ist
and the dance artists own life & work as a
dancer
3.2 The residency made it pos.ible for B.Ed.
students ee share something of the life-
stylel and demands of be~nq a profe.lional
dancer
3.3 It ·"a. important that there was continl.lity
between phase. of a dance res~dency
3.4 The company were not clear abou~ the ranqe
of dance activities that they cOl.l1doffer
3.5 The work of the dance arti.ts and the company
W&l consistent in all activities
3.6 nw kind of tecluU.que experienced in class
W&l not se.n as part of the COII'panyI 5
preparation for performance
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3.7 It wa. e .. ential that dancers frem the company ~U0 C;! i 0
duIon.trated in cia •••• tauqht by dance artists L......-I
REPERTORY
4. Indicate your view. in terms of agr.e/di •• qr.e
on the following statements:
4.1 It was es.ential that students saw a dance
choreographed by one of the danc.rs
performed by the company
4.2 The company lecture demon.tration did not
suqqe.t way. of sel.ctinq material for
work.hops led by dance artists in colleq.
4.3 It wu important that the company lecture
demon.tration examined choreographic ide ..
which were related to the Extemporary Dance
Theatre performance.
DDLJOD
DODDD
00000
4.4 It wu not important that the company repertory
w.. 1.1Sedas a basis for selectinq dance
material used by dance artists with students DOD 0 0
in workshops in college.
4.5 Workshops taken by dance artists related 0 0 :10 D
to performances. ~
CONSIOERATIONS or RESPONSIBILITY
5. Indicace your view. in terms of agree/disaqree
on the following scatemencs:
5.1 Oanc. arti.ts were convincec1 ot their
contribution to the re.idency
5.2 ~Ance tucors were noc convinced of ~~e value
ot the dance artisu contribuuon to the
r..i.dency
5.3 ~ccepcance of residency work by dance art~sts
carrles w~th lC a responslbilicy to recons~der:
methods ot workinq
teachinq methods used
dance material cauqht to students
weys ot pre.enting dance material
attitude. to dance
5.4 Acceptance ot re.idency work by dance tutors
doe. not cury with it a re.ponsibllity to
reconsider:
_thode of workinq
teachinq methods u..d
dance material taught to .tl.ldenu
way. ot pre.entinq dance mater~al
attitude. to dance
CURRICULUM IMPLICATIONS
6. In41cate your view. in t~ ot aqree/disaqree 001
the following sutemenu:
6.1 'Ibedance artists se. the resi.dency as
havinq curriculum implications for dance
at C.S.H.M.
6.2 :he residency will not intluence established
dance provision at C.S.H.M.
6.3 The residency will have an impact on the
"hidden curriculum" at C.S.H.M.
6.4 The dance artists do not se. the residency
intluenclnq the dance curriculum ln schools
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OVERVI~N or RESIDENCY
7. Liseed below are some pos~eive and negaeive
sueemenu which ::layor may noe be appiicable
co ehe res~dency. :ndicaee your view. ln terms
of agree/disagree on the following seaeements:
7.1 OVerall the re.idency was good
7.2 It wa. noe a wo~~while resldency
7.3 Generally the res~dency wa. not well organised
7.4 Mose seudene. seemed unintereseed in the
re.ldency
7.5 'lberesidency held rrry inten.e at time.
7.6 The re.idency held my intere.e throughout
7.7 Oanca artiSts did not s_ co b. intere.ted
in helping students a. indiVidual.
7.8 Oance artists did not seUl to b. intere.cad
in helping dance CUter. .. individual.
7.9 Oance artilts were intere.tad in the dAnce
cla.,e•• tudantl normally ha~ at C.S.R.M.
7.10 Dance artists did not encourage the ciavelop-
Ant of nev viewpoints and appreciation of
dance
7.11 Dance tutors did not seam interested in the
work students were doing with dAne. artists
7.12 Th. pac. of the re.idency cl...../workshop.
wa. tQO slov
7.13 The pace of the residency cla.,••/vork,hopl
was eee fast
7.14 Th. way in which cla.s••/work.hop. w.re taught
did not r..ult in good student learning
7.15 Th. dance material eauqht in the re.idency was
ea.y to follow
7.16 Th. dance r••idency did not increa.e rrry gen.ral
knowledge of dance technique
7.17 The residency increased my general knowledge
of compos~e~onal/choreographic skills
7.18 Technical work in the residency did not
introduce maeerial that would be applicable
for technical work In schools
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7.19 ~orkshop se.s~ons lner~:~c&a idaas
thae I could usa for dance composieton
i.nschools
7.20 Workshop sa.sions ineroaucea danca coneane
thae I could usa i.nschool.s
7.21 Laeeura damonseraeion. did noe introduce
idees thae could b. usad fer dance
cOlDpo.ie~on in schools
7.22 Other se.eion. introduced dance maurial that
could be used for canee ~n school.. If you
aqree give deea~ls:
7.23 I found the vu ious teaching methods
used by dance- areiscs useful eo use as
a potential teacher
If you aqr.e, give detail.:
7.24 During the re.idency there wu insuff1ciene
usa of dance utiscs
EVlU.UATION
9. Indicaea your view. in terms of agree/disagree
en the following seaeamanu:
9.1 Onqoing evaluation throuqhoue the residency
was.
too much
suff1ciene
insufficiene
9.2 The most useful ferm of evaluation for this
re.idency was infermal discussion with:
dance euters
students
dance artists
0
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8.3 ~e least useiul fc~ oi eval~at~on for
this res~dency was :crmal ~iscuss~on w~th:
dance t"tors
students
dance artists
8.4 It was necessary to evaluate ~~e residency
by the admin~stration of quest~onn&ires to:
8.Ed. students
dance artists
dance tutors
8.5 It was not necessary to evaluate ehe residency
by in-depth recorded intervie"s with
8.Ed. students
dance artists
dance tuters
9. Inc11cateyour vi...,sin terms of agr.e/disaqr.e on
the dane. activities vnich were important ~
durinq the residency.
(11 Preparation and training direct.d by
dance artists
Ob.ervation of company performance.
Observation of lecture d__ uatio_
(2)
( 3)
(4)
(5)
Participatinq in company activities
The making of a nRV dane. piece by a
ehoreoqrapher and a group ot students
Selective watchinq of dance artists at work
Performinq
(6)
(7)
(8) Any other - plea•• state
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10. Plea.e tick the moat appropriate box for the following
statements :
10.1 '!hecentral excerience of the residency ~ was:
ehe performance
the lecture demonstrat~on 5Bd6tJ
ll.8 ?ut ~~e J ~os~ ~=por~ane ef the above In a rank order where J is the
~os~ ~por"ane and 1 u~e lease ~=?Or~an~.
(3)
(2)
(1)
12. Indicau with a eick:
12.1 Whae you perceived ~o ba the dane. areis1;S'dOllU.nane rola i:1 the
resl.dancy:
caulyse
l.nnovaeor
pariormar
chonoqrapher
eeacher
Any other ..• pleasa sute I
12.2 Whathar you percaived thae dance areists found thia way of
working:
axaceing
a attain
12.3 Whath.r coneace with dane. areiscs was ae a
formal level
informal level
ot th .... suts which waa tha mcse imporeant ~.
12.4 Whethar the workload for you during the residancy haa baen:
excessive
juat right
too light
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9.
~ddit1ona1 ccmmen~s
This re.idencv
Any f~tur. res~dency at C.S.H.M.
Thank you for comp1.ting ~is que.~ionnaire.
Pl•••• hand in to the C.S.H.M. School Ottic. by 3.0 p.m. on Friday, 1 March. 1985.
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BRIGHTON POLYTECHNIC
CHELSEA SCHOOL OF HUHAN MOVEMENT
~:
~:
DANCE ARTIST flaMING WITH GROUP:
NO. PRESENT:
L~ or S~SION:
A. '!'ECHNICAL WORIC
1. CON'I'1!:N'r
1.1 TECHNIQUE TAUGHT:
1.2 ADAPTATION or TrCHNIQUE TO GROUP:
1. J RZSPONSE or GROUP TO TECHNICAL s.'OM
2. COMHVWlCATION
2.1 LANGUaGE USED:
2.2 INTERACTION OF DANCE ARTIST WITH:
GROUP
INDIVIDUALS
2.3 I~G£RY USED:
446
2.
J. ARTISTRY
J.l D~ONSTRATION
3.2 PERSONAL IMAGERY/DANCE RATIONALE
4. PACE
4.l SENSITIVITY TO LEVEL OF GROUP TAUGHT
B. CREATIVE WORKSHOP
S. fE!!IE!!
s.z DANCE IDEA PRESENTED TO GROUP
5.2 CONNECTION WITH EXISTING REPERTOIRE
S.J IN'I'ElIACTION BE'l'IiEEN TECHNICAL WORK AND IDEA PRESENTED
5.4 INITIAL PRESENTATION OF DANCE IDEA/TASK
5.5 DEVELOPMENT OF GIVEN DANCE IDEAS
6. COHHUNICATION
6.1 LANGUAGE USED
447
1.
6.2 :NTERACTION OF DANCE ARTISTS WIrY
GROUP:
INDIVIDUALS:
6.3 lisE OF IMAGERY/INTERNAL RATIONALE
7. ARTISTRY
7.1 DEIIONS'l'RATION or GIVEN DANCE rDEAS
CONCERN FOR QUALITY
EXPRESSIVE USE OF MOVEMENt'
APPROPRIATE SELECTION or MOVEMEN'Z' IDEAS WHICH EHlJODY rYE DANCE IDEA/THEME'
PUSEN't'ED AS THE TASK
7.2 USE OF PERSONAL !.'IAGERY /INTERNAL RATIONALE
7.3 CONCERN WIrY ARTISTRY OF Sru.D£NTS
CHOREOGRAPHIC DEVELOPHENT
PERFOFUfANCE
448
4.
8. PACE
8.l SENSITIVITY ro LEVEL OF GRDUP TAUGHT
9. APPRECIATION OF DANCE AS AN ART FOM
9.l vrDrING DANCE WORK
9.2 CRITICAL APPRAISAL
10. AIMS OF SESSION
10.l MONITORS Pt:1ICEPTION
10.2 DANCE ARTISTS IN'!'ENDED AIMS
rr. FULFILMEN'!' OF AIMS
ll.l MONITORS COMM!NTS
ll.2 DANCE ARTISTS COMMENTS
S'l'IJ!)ENTS CO!>fMEN'!'S ON SESSION
1.
!:.:..!:.£.
449
5.
STUDENTS COMMENTS OP SESSION (concLnuedJ
2.
J.
OVER-ALL IMPRESSION
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APPENDIX 3:
SUPPLEMENTARY TABLES
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Supplementary Tables
Artists often mistakenly believe that content and presentation are
indistinguishable. Therefore. in this thesis the decision was made to
separate the analysis of content from how dance artists present
material in a variety of practical activities.
Analysis of the content of the residency from video-recorded and
monitored records took place under the headings of technique and
workshops based on repertoire. reconstruction and principles of
choreography. These reveal significant elements - detailed in the
exemplars given in Tables A-F - which provide the base-line from
which the discussion in 6.4. 6.5 and 6.6 stems.
Examination of the methods employed by dance artists to present
material in technique and workshops based on repertoire.
reconstruction and principles of choreography provides evidence of
specific features.
Each type of activity was analysed independently and then tabulated
to give an overall impression of selected categories - detailed in the
exemplars given in Tables G-L. This data provides the foundation on
which the discussion in 6.7 is based.
The twelve tables presented in this Appendix have been selected as
representative examples of the many dozens of observation and
monitoring records taken during the ACGB residency project and
analyses ofmaterial post-residency.
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As a guide, their titles are first given, as follows:
TableA
Table B
Table C
Table D
Table E
Table F
Table G
Table H
Table I
Table J
Table K
Table L
Workshops: based on repertoire
Workshops: reconstruction focus
Workshops: principles of choreography
Analysis of the range of technique taught to curriculum
groups
Analysis of the range of technique taught to core groups
and performance group
Identification of the range of technique taught to
curriculum, core groups and performance group
Presentation of content to general groups: technique
Presentation of content: workshops based on repertoire
and principles of choregraphy
Use of correction: technique - general groups
Overall use of correction/feedback: workshops based on
repertoire and principles of choreography
Use of demonstration: technique - general groups
Use of demonstration: workshops based on repertoire
and principles of choreography
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TableF IDENTIFICATION OF THE RANGE
OF TECHNIQUE TAUGHT
TO CURRICULUM, CORE GROUPS
ANDPERFO~CEGROUP
Nmnber of sessions
Cwricu1um Core Core Performance
Groups Group A GroupB Group
Graham technique 8
Cunningham technique 1 (8) 6 2
Based on Graham!
Cunningham technique 10 4
Range of styles including
Graham. Cunningham and 5
New Dance
General Conn of warm-up (2) (2) (4) (3)
No technique 11 3 2
( )= Elements also included in sessions
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